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ABSTRACT
Strawser, Daniel Michael. DMA. The University of Memphis. May, 2016. Hans Gal:
An Introduction to the Composer’s Compositional Style and Music for the Violoncello. Major
Professor: Dr. Janet K. Page.
This dissertation discusses the life and music of the Austrian composer Hans Gál (1890–1987).
A biography is assembled from a number of sources, but primarily from the writing of his
daughter, Eva Fox-Gál, and the composer’s wartime diary. A summation of Gál’s philosophy of
life and music is assembled from the composer’s own writings—primarily those about past
composers who had a great deal of influence on Gál.
Gál’s Suite for Violoncello Solo is then extensively analyzed for form, harmony, melody,
and other musical aspects to evaluate Gál as a composer for the cello, and to better understand
his contribution to the repertoire.
Gál is revealed through this to be a man who faced great adversity and tragedy in his life,
but who always sought to stay true to his own personal sense of artistic integrity. Gál’s writings
show him to be intellectual and curious in nature, always desiring to gain greater understanding
and insight in to both music and human nature. As a composer, Gál saw himself as a scion of the
past, rooting himself in the tonal and formal practices of the common practices era rather than
those of the twentieth century. The analysis of the suite displays all of these various qualities of
Gál as a person and composer.
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CHAPTER ONE
INTRODUCTION
Hans Gál was a well-known musician, scholar, and teacher at the University of
Edinburgh for most of his life. What has unfortunately been less well known is that he was also
a prodigious composer. There are 110 opus numbers in Gál’s catalogue, as well as other
published and unpublished works. Contemporaries of Gál thought highly of him as a composer,
but through most of the twentieth century his works went largely unnoticed.
Although primarily a pianist himself, amongst these are numerous works for cello: two
concerti, a sonata for cello and piano and a suite for the same instruments, a solo sonata, a solo
suite, a divertimento with violin and another with bassoon, and a very significant cello part in his
Symphony no. 4, which is in a sinfonia concertante form. Why were these works forgotten, and
why should we remember them now? This study of one of Gál’s cello works will serve to
inform the reader about these questions and offer further insights into the performance of these
works and the significance of Gál as a composer. The document will consist of an overview of
Gál’s life, his philosophy and ideas regarding composition, and in-depth analysis of his Suite for
Violoncello Solo.
Literature Review
Although Gál has received little notice from the musicological community as a whole,
there are a number of important resources available for the study of his life and music.
Eva Fox-Gál, the daughter of Hans Gál, has recently spent a great deal of effort to
promote her father’s musical works. Fox-Gál and her husband, Anthony Fox, have since 2001
maintained the website http://www.hansgal.com. This website includes a number of important
resources: a biography of Gál, a complete searchable catalogue of his works, a catalogue of
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available recordings, and a list of books and articles written on Gál. The site is regularly updated
and also provides news on the furtherance of Gál’s music. The site is easily the most important
existing resource on Gál’s music and serves as a starting point for further research, establishing
some basic facts about Gál’s life.
Fox-Gál has also recently published a volume titled Hans Gál: Music Behind Barbed
Wire, A Diary of 1940, which contains a diary kept by Gál during his internment by the British
government in 1940 as an enemy alien. In this diary, Gál writes about day-to-day life in the
camp, his interactions with other prisoners and his guards, and expresses a great many personal
thoughts about his situation. Gál also writes many fascinating anecdotes about musical life in the
camp, as well as recounting his activities as a composer, which included writing a trio and music
for a camp revue. The book also includes biographical details from Fox-Gál that have not been
published online, information on some of Gál’s family and close friends, an interview of Gál in
1980 by Martin Anderson, and a brief memoir by Walter Kellermann, a close friend of Gál.
Gál’s own musicological works are another important resource for studying the man
himself. Although he never wrote about his own music, Gál had very strong philosophical ideas
about music and composition that he expressed through his writing.
Brahms: His Work and Personality is the first book on a composer published by Gál. Gál
had a number of personal connections with Brahms. Gál’s mentor, Eusebius Mandyczewski,
was a close friend of Brahms, and Gál assisted Mandyczewski in editing the complete works of
Brahms. Gál’s music appears to have been greatly influenced by Brahms, and his admiration of
that composer and his music is very apparent in this book. The book itself is concerned with the
creative process of Brahms and how different aspects of his life influenced his composition,
exploring Brahms’s underlying character. Gál uses numerous letters from Brahms and his
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correspondents to paint a picture of his personality, discuss different phases of his life, and to
examine the composition of specific pieces of music.
This book is useful to understanding Gál in that it reveals what he thinks about how a
composer’s life influences his or her compositions; that specific works of music were not
necessarily inspired by the events of the composer’s life, but rather that these events influence
the composer’s view about the purpose and goals of composition. A consideration of this
material will help in understanding how Gál’s own personality affected the choices he made in
his composition, as well as to highlight some of Gál’s personal musical preferences.
Richard Wagner was the second composer biography to be published by Gál. Wagner
was very influential on young Gál, helping to ignite his interest in music. In spite of Wagner’s
anti-Semitism (Nazi anti-Semitism is what drove Gál into exile), Gál continued to have a high
level of respect for Wagner’s music and his creativity as a composer.
In this book, Gál spends a great deal of time detailing Wagner’s life, attempting to
reconcile different aspects of Wagner as a person. Gál seems intrigued by the fantastic heights
of Wagner’s music coupled with his self-centered, often mean personality. This book provides
further insights into Gál’s views of the composer as an artist, and offers insight into the
psychology of the composer.
Franz Schubert and the Essence of Melody is Gál’s final book centered on a specific
composer. Although some time is spent on a biography of Schubert, Gál focuses on Schubert’s
gift for writing melody—a trait that Gál deeply admired. Gál spends a great deal of time
discussing the nature of melody, and shows how Schubert created melodies and applied them to
his music—also detailing problems which Schubert encountered in doing so and his solutions to
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them. This is a very useful resource since Gál’s music is very melodious in nature, and he had
need to consider many of the same issues in composition as Schubert.
The Musician’s World: Great Composers in their Letters is the last major work by Gál
that will be useful for this undertaking. In much the same style as his book on Brahms, Gál uses
correspondences from great composers throughout history to offer the reader insight into the
creative process of composition. This book offers insight into the elements of composition that
Gál considered to be most important.
Gál was also published numerous times in musicological journals throughout his lifetime
on specific issues in music. These works will also be referenced when relevant.
Works about Gál outside of his daughter’s work are not many in number, but a few are
available. Relevant to this topic is a doctoral dissertation by the conductor Richard C. Marcus
titled “A Comparative Analysis of the First and Second Symphonies of Émigré Composer Hans
Gál (1890-1987).” This dissertation provides some useful insights and ideas about analyzing and
presenting the intricacies of Gál’s music.
The conductor and cellist Kenneth Woods has also spent a great deal of time writing
about Hans Gál and has recorded several of his orchestral and chamber works. He presents his
written material on his blog at http://kennethwoods.net/blog1/bobby-and-hans/hans/.
Methodology
When a composer’s music has gone largely unnoticed or been forgotten in history, it is
important to consider why this has been the case. Undoubtedly there exist composers whose
work is ignored on the basis of being unremarkable or of poor quality. Likewise, some works go
without acclaim in a composer’s lifetime due to poor critical reception, but are later regarded as
very good compositions that had the misfortune of appearing in the wrong period of music to be
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fully appreciated. It is important then to determine why a composer such as Gál has gone
unnoticed for so long, and to analyze his music to determine if history has been unfair to Gál.
A biography of Gál is included as a necessity, as it is impossible to discuss musical works
in depth without providing some information about the person who wrote them. This biography
will show how events shaped Gál’s early ideas about music, and how events later in his life
contributed to his lack of fame as a composer.
Gál wrote extensively concerning great composers of the past, their compositions, and
music in general. This resource reveals a great deal about Gál’s own thoughts on music and
composition, both theoretical and philosophical. With this vast resource available, I will include
a chapter devoted to Gál’s musical philosophy. This will also serve to provide background
information during the discussion of the suite, helping to illuminate the ideas behind the music.
In order to better understand how Gál wrote for the cello, a single work of his for the
instrument will be analyzed. These chapters will include formal, melodic, and harmonic analysis
of the Suite for Violoncello Solo, op. 109b, in an attempt to understand both Gál’s composition
and how he may contribute to the cello’s repertoire.
Selected passages of music will be used to demonstrate Gál’s unique approach by
highlighting elements in his compositions that correlate to his writings about music. This will
allow the reader to understand the piece better and to better understand and appreciate Gál as a
composer.
With the goal of staying within the realm of objectivity, the musical value of this
composition and what it adds to the repertoire of the cello will be assessed. This will help to
inspire future research into both Gál and his music, and to provide cellists with a suggestion for
inclusion of his works in performance.
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CHAPTER TWO
BIOGRAPHY
Childhood and Education
Hans Gál was born August 5, 1890, in Brunn am Gebirge, Austria, a small village near
Vienna. Both of Gál’s grandfathers were from Hungary, and—like his father—were
homeopathic doctors. Gál’s father, Josef, met and married his mother, Ilka, when he came to
Vienna to study medicine. Gál and his siblings grew up in Vienna, spending their summers in
lodgings almost directly across the streets from Beethoven’s house in Heiligenstadt. Gál was
friends at grammar school with Eric Kleiber, later a famous conductor.1
Gál’s musical talent was first noticed at age eight by his aunt, Jenny Fleischer-Alt, a court
opera singer in Weimar, who upon observing a degree of musical talent from him, insisted that
Gál be given piano lessons. Gál began the lessons, but was not particularly enthusiastic about
music until the age of 14, when he became enraptured with it at a concert for school children,
hearing performed Wagner’s overture to Die Meistersinger and Beethoven’s Symphony no. 9.
The young Gál began to attend performances, some conducted by Gustav Mahler.2 He began
composing shortly thereafter, saying in an interview that “I started composing at eleven or
twelve, and during my years at secondary school I wrote an awful lot of music.”3 At the age of
fifteen he began to study with Richard Robert, the director of the New Vienna Conservatory,
who Gál later recalled was known for teaching more than simply piano playing, and who counted

1

Anthony Fox and Eva Fox-Gál, “Early Life” The Hans Gál Website: Music for Generations last modified
2014, accessed May 29, 2014, http://www.hansgal.com/hansgal/1.
2

Anthony Fox and Eva Fox-Gál, “Musical Education,” The Hans Gál Website: Music for Generations, last
modified 2014, accessed May 29, 2014, http://www.hansgal.com/hansgal/2.
3

Martin Anderson, “Appendix Three: Hans Gál in Conversation,” in Hans Gál et al., Hans Gál: Music
Behind Barbed Wire, A Diary of Summer 1940 (London: Toccata Press, 2014), 215.

6

among his students George Szell, Rudolf Serkin, and Rudolf Schwarz.4 Robert taught Gál
harmony, music history, score reading, and other skills essential to composition. He helped Gál
continue his studies by granting him a teaching position at the conservatory and introducing him
to Eusebius Mandyczewski, who had been a close friend of Johannes Brahms.5
Gál studied composition with Mandyczewski while beginning work on his doctorate at
the Musikhistorisches Institut of the University of Vienna in musicology in 1909. Gál studied
there with the famous musicologist Guido Adler and wrote his dissertation, titled Die
Stileigentümlichkeiten des jungen Beethoven und ihr Zusammenhang mit dem Stil seiner Reife
(The style characteristics of the young Beethoven and their connection with the style of his
maturity). Adler was very pleased with the work, and even published it in his own journal.6
Gál finished his schooling in 1913 and immediately began composing a number of works,
some of which became winners in composition competitions.7 Although Gál discarded many of
these works as worthy only of an “apprenticeship,” some did survive to publication.8 Gál began
to have success, with his works being performed both in Austria and Germany. However, the
outbreak of World War I in the fall of 1914 disrupted his career as resources and money became
devoted to the war effort. Perhaps as a sign of the career he was always so close to having but
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was never quite to achieve, in 1915 Gál won the Austrian State Prize for Composition,9 while at
the same time being drafted into the Austro-Hungarian Army.10
Gál continued to compose as much as he could during the war, in spite of his duties and
the chaos around him.11 Due to his poor vision, Gál was not stationed on the front, but spent the
war in rear areas. As he recalled later in life, “I had to do administration and things like that,
with war prisoners.”12 This, incidentally, gave him time to work on and complete his first
opera.13 Although the war did stall his composing career, Gál—always an optimist—considered
the forced hiatus to have prevented him from publishing what he would later consider inferior
works.14
Postwar Success in the 1920s
After the war ended, Gál sought to re-launch his composing career. Because of the
collapse and division of Austria-Hungary, Vienna no longer offered the same economic
opportunities that it once had for composers. Fortunately for Gál, his works became popular in
Germany.15 Gál described this as being both a necessity and an opportunity after the war.
For an Austrian composer, the chief part of his activity was in Germany. Germany had
consisted of forty or fifty principalities … so there were fifty permanent operatic theatres in
Germany at the time—a tremendous musical activity. Every opera had its orchestra. So
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there was a kind of musical life which is difficult to imagine … nothing similar ever
existed.16
This was the opposite of the situation in Vienna. Gál described Vienna at this time as
“alive with music,” but that, “everything was restricted to the comparatively rare chance for
public performance.”17
The Philharmonic Orchestra in Vienna gave eight concerts a year. There were two more
orchestras, and everyone had, I think, a dozen concerts a year. This was the supply of
orchestral music. Chamber music was a rare occasion in public. There was the Rosé
Quartet. … They gave six string-quartet recitals throughout the season—not more. … Things
changed enormously with the advent of radio.18
The large number of composers in Vienna, coupled with the divide between progressives and
traditionalists, seems to have created a situation where getting one’s music performed could at
times be difficult. Feelings of anti-Semitism encouraged by the progressive-conservative divide,
along with the dire economic situation in postwar Austria, probably contributed to Gál’s sense
that public performances were difficult to schedule.19
However, Gál does note that “the positive side of this situation was that one studied a
score soundly before first hearing it. … Before I went to an orchestral concert I studied all the
scores.”20
His first opera, Der Arzt der Sobeide, premiered in November 1919 at the Breslau theatre
in Germany (now Wrocław, Poland). The work was a major success, bringing Gál “the highest
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recognition.”21 However, it was not until April 1923 that he was able to become secure
financially as a composer, with the premier of his opera Die heilige Ente in Düsseldorf under
George Szell.22 The opera was quite popular, and would be performed throughout Germany until
1933, when the banning of Gál’s works by the Nazi government ended its run.23
The 1920s were very productive years for Gál. In addition to having numerous works
published, he received acclaim from both critics and peers. While Gál continued to live and
work in Vienna, he traveled increasingly to Germany for performances of his works.24 His third
opera, Das Lied der Nacht, premiered in Breslau in 1926, and his Ouvertüre zu einem
Puppenspiel achieved international success. By 1924, he had a publishing contract with
Simrock, and his works were being performed at concerts of the Allgemeiner Deutscher
Musikverein.25
Gál’s love for vocal music became apparent during this decade as well. In 1912, Gál and
oboist Alexander Wunderer founded the Vienna Bach Society, which was dedicated to the
performance of Bach’s choral works.26 Gál’s first published work was a piece for women’s
chorus with organ and harp accompaniment titled Von ewiger Freude. His love for early music
manifested itself in this work: “It was on a poem from the seventeenth century. At the time
21
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nobody spoke of Baroque poetry.”27 In 1927, Gál founded a madrigal society in Vienna, which
at the time was the only a capella choral group in the city.28 The establishment of madrigal
societies would become a pattern for him whenever he moved to a new city.
In 1922, Gál married Hanna Schick, the daughter of an Austrian industrialist and a
woman from a Prague Jewish family. They met in 1920 at the home of Hanna’s mother,
Margarethe, who was a painter that often kept company with artists and musicians. Hanna was
educated; she had “studied at the Akademie für soziale Verwaltung (Academy for Social
Administration) from 1919 to 1921 and obtained a diploma in Jugendfürsorge (youth social
work).”29 Before Hanna married, she was part of a committee called Aktion Kinder nach
England, which “[organized] hospitality in England for children in need after the War.”30
However, when Hanna married, she took on a domestic role in support of her husband—a role to
which she would remain devoted until his death. The Gáls had two sons during the early part of
their marriage: Franz and Peter, in 1923 and 1924, respectively.31
Gál during the 1920s also continued his scholarly pursuits. He and Mandyczewski
collaborated on the Complete Edition of Brahms’s music, with Gál working primarily on the
symphonies and chamber music. Gál worked as an editor and arranger on other projects through
the decade, as well as writing his first book.32
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Written in 1923, Anleitung zum Partiturlesen (Directions for Score-Reading) came about
because, in Gál’s words, “The score which was at one time the privilege of the professional
musician only, has now become the universal property of all lovers of music.”33 He wrote the
book with amateur music lovers in mind, hoping that he would “not merely [explain] the
mysteries of score-reading but the peculiarities of the instruments as well.”34 In this work, Gál
readily displays his capacity for critical thinking and pedagogy, as well as a wry sense of humor.
All are apparent in an early sentence from the book where he takes note of one of the great
challenges of orchestral music. “The problem of presenting anything so complicated as music
written for an orchestra in a concise form is a difficult one, and it is made more so by our
musical notation, for it is rather an unpractical system slowly evolved and one which cannot be
altered.”35 Gál continues throughout the short volume36 to explain the instruments of the
orchestra, how they are employed, and how they are notated, interspersing advice for the reader
about how to listen and how to study the score. He ends with a set of “10 Commandments for
the Read of a Score,” ending with a direction that is perhaps revealing of Gál’s views on music.
“To listen to music is like attending a church service. If one does not feel inclined for it—one
had better stay at home.”37
Gál’s success throughout the 1920s—and possibly Mandyczewski’s death in 1929—led
to his applying to be the Director at the Conservatory of Mainz in 1929. The popularity of his
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works in Germany, along with strong recommendations from Wilhelm Furtwängler and Fritz
Busch, helped him obtain the position in December of that year.38 His duties were numerous:
The post was certainly no sinecure; the conservatory had about 1000 students and 70
teachers, and Gál was fully involved in its activities. He himself directed the choirs and
orchestra, as well as taking the conducting class and the courses on counterpoint, harmony
and composition, and he still had a few piano pupils.… He also founded a women's choir and
madrigal ensemble—he was jokingly referred to as “Hans Madri-Gál.”39
Interestingly, Gál forbade the study and performance of his own works within the conservatory,
perhaps out of humility, or perhaps to avoid the appearance of impropriety.40
Gál’s time at Mainz was “among the happiest of his life.”41 In addition to his duties at
the conservatory, Gál continued composing while his family occupied a beautiful apartment in
the city. His peers recognized him for his achievement, bringing him on to the selection
committee of the Allgemeiner Deutscher Musikverein (German Society of Musicians, ADMV),
which had been founded by Franz Liszt to put on annual concerts showcasing new German
music. Gál worked with Ernst Toch and Alban Berg for the ADMV.42 In spite of his
philosophical and theoretical disagreements with Berg as a composer, they worked together on
the Austrian section of the group where “they almost always agreed on their assessment of the
originality and musical competence of the works.”43
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The ADMV had traditionally been closely associated with the Wagner and Liszt school
of German music, “but in the 1920s the organization came to embrace a much broader and allinclusive agenda.”44 Berg himself had parts of his opera Wozzeck premiered at the society’s
concert at Frankfurt am Main in 1924, which led to his acknowledgment by his peers as a major
figure in German music.45 When Berg served on the selection committee, he advocated for
works associated with the New Viennese School, but he also felt strongly that the programs the
society produced should adequately represent multiple viewpoints on German music.46 Berg
may have been naturally inclined to this persuasion, but if he had not been, Gál may have helped
convince him of the need for this.
Some of Gál’s own works were performed by the ADMV. His Divertimento for Flute,
Oboe, Two Clarinets, Trumpet, Two Horns and Bassoon, Op. 22, was performed for the society
in 1925 at Kiel.47 Gál also presented an a capella work for mixed choir called Epigramme, Op.
27, at the 1927 festival in Krefeld.48 His Sinfonietta, Op. 30, was performed at the 1930 festival
in Königsberg.49 Gál’s final piece to appear on an ADMV concert was at Zürich in 1932, where
his String Quartet No. 2, Op. 35, was performed.50 Unfortunately, the events of 1933 would lead
44
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to Gál’s leaving the society, and also to the eventual end of the organization, which the German
government dissolved in 1937.51
The Rise of the Nazis
The rise of Adolf Hitler and the Nazi party to power in early 1933 signaled the beginning
of a time of great hardship for Gál and his family. Anti-Semitism had existed in the background
of Gál’s life52 for almost as long as he had been alive. Karl Lueger, the mayor of Vienna from
1897 to 1910, openly espoused anti-Semitism in politics, with Hitler even crediting Lueger for
some of his views in Mein Kampf.53
Anti-Semitism in musical circles was unfortunately not new to the German music scene
either. Wagner’s essay, Das Judentum in der Musik, condemned Jewish musicians for all
manner of perceived ills in then contemporary music. His wife Cosima’s virulent anti-Semitism
was well known by many in the music community, and Mahler’s time in Vienna was marked
with difficulties from Lueger and his supporters.54
After World War I, a segment of German musicians became increasingly hostile toward
the Jews. Musicologist Pamela Potter points out the account of violinist and musicologist
Andreas Moser, who wrote about the state of post-war music in Germany. He cited amongst the
causes for the growing anti-Semitism the poor economy, the collapse of court-sponsored
institutions, and the advent of recording and broadcasting technology, all of which led to severe
unease amongst performers. He also was concerned with German music remaining distinctive
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on the world stage, expressing fears of “Americanization,” and “negroization.” He blamed the
Jews, in partnership with the Americans, for turning music into a commercial rather than artistic
venture.55
Moser’s sense that foreigners and Jews were somehow hurting Germany was
unfortunately a common view in postwar Germany. There was a “perceived struggle between
German Kultur and Western civilization [that] intensified during the war, and Germany’s
subsequent political and economic subjugation by ‘intellectually inferior’ powers only sharpened
wartime rhetoric.”56 Likewise, “the search for a scapegoat within Germany’s borders gave a
tremendous impetus to singling out the Jews as an all-purpose enemy.”57
Conflicts during the 1920s between progressive composers such as Schoenberg and Berg
with more traditional composers also contributed to a charged situation among musicians.
Perhaps as a result of the zeitgeist, or perhaps because of the Jewish Schoenberg’s position of
leadership, progressive music became increasingly associated with Judaism. Schoenberg was
said to have “tried to undermine the essence of German musical expression.”58 Webern and Berg
were both accused of being Jewish in the press—a charge which so infuriated Berg that he
included a family tree up to his great-great grandparents in a letter of protest.59 Nevertheless,
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Nazi supporters targeted progressive music as “degenerate,” a term that lacked firm criteria
during the Nazi’s reign.60
Gál was able for the most part to avoid difficulties caused by his heritage until the Nazi
ascension. Gál himself initially felt that there was no need for concern. According to Gál’s
daughter, “Shortly after Hitler had become Chancellor, Gál had attended a concert on the
occasion of the 50th anniversary of Wagner’s death at which Hitler was also present, sitting near
him. Gál had looked carefully at Hitler's face and concluded that no one could possibly take him
seriously.”61
Things changed very suddenly for Gál when in March 1933 the Nazis took over the local
government in Mainz. Articles soon began to run in the local press denouncing him and his
work at the school.62 In one such article Gál is denigrated as a “Hungarian Jew” and accused of
degrading German culture.63 Cited as proof of this was his apparent approval of students
studying the saxophone64 and his appointment of foreign teachers at the school. Gál was also
accused of negligence and incompetence, although it was grudgingly granted that “Mag Gál ein
guter Musiker sein” (Gál is a good musician—maybe).65 This concession of his musicianship
was likely on the grounds that his music was not identified with any of the “degenerate”
progressivism that the Nazis so detested. On March 29, 1933, a brief letter to Gál simply
60
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informed him that “Ich beurlaube Sie hiermit mit sofortiger Wirkung” (I hereby suspend you
with immediate effect).66 Additionally, the performance and publication of his music was
banned in Germany.67
Gál at first did not believe that his situation would be permanent, still unwilling to believe
that Hitler could be taken seriously. He stayed in Mainz for several months, during which time
his landlord refused to collect rent from Gál as a silent protest against the government; but in the
end it became clear that there was now no future for Gál or his family in Germany.68
The rise of the Nazis brought massive turmoil to the German music scene. In a letter to
his wife of February 1933—still very early in the regime—Berg wrote from a gathering of the
ADMV jurors69 that deciding on a program for the upcoming festival was becoming difficult
because of political concerns.
The Nazis have to be considered so much that Schoenberg, for instance, drops out, also nonGerman names like [Paul] Pisk and [Hanns] Jelink, who in different circumstances would
certainly have been chosen. But please, keep this very much under your hat, and don’t
mention it to anybody.70
It is rather ominous that Berg felt the need to warn his wife about keeping their communication a
secret. By May 1933, Berg was forced to resign from the ADMV71 in spite of lacking “a single
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drop of Jewish blood.”72
Gál returned to Vienna at the end of 1933. Many musicians in his circumstance, such as
Schoenberg, chose to immigrate to Western Europe or the United States; but family, friends, and
cultural roots inclined Gál to stay in Austria. Unfortunately, the loss of access to the German
marketplace made it very difficult for him to have critical or financial success, and the political
state of Vienna made performances difficult. Gál was able to reconnect with the Bach Society
and Madrigal Society he had founded previously, but paying work was difficult to come by.
Private lessons provided his primary income, although on occasion he was able to conduct or
have a work performed. It seemed that the great forces unleashed on the world in the early
twentieth century were again conspiring to deny Gál lasting success at his profession.
Nevertheless, Gál continued to compose as much as he could, and he managed to premiere a few
works during the 1930s. In 1938, Gál and his family left Austria following the Anschluss, which
brought the Nazi regime to Austria.73 “In 1938, when the Nazis came to Vienna,” Gál later said,
“we left instantly and came to [Britain].”74
Emigration
The Gál family was fortunately better prepared in 1938 than they had been in 1933.
Hanna had trained during this difficult period as a speech therapist so as to have a professional
skill, given the precarious position of her husband’s career at the time. She also insisted that
both she herself and Gál learn English, which he did somewhat reluctantly.75 Their intention was
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to immigrate to America: “We came to Britain as a first step, because we had friends here.”76 On
March 8, 1938, Hanna left for England alone to ensure that the border was still crossable,77
“embarking on a nightmare journey through Switzerland and France … with passengers being
arbitrarily hauled out of their carriages by young Gestapo guards.”78 Gál followed a week later,
his sons being forced to stay behind with his sisters in Vienna.79 The journey was not without
difficulty, as “to his utter despair, [he] was detained by the Home Office on arrival in England
and refused entry.”80 Fortunately, Gál’s friends were able to vouch for him, and he was
released.81 Gál’s sons were able to join them four months later, after they had received exit
visas. Gál’s sisters also began to leave the increasingly dangerous situation in Vienna, with his
younger sister, Ernestine, arriving in Norway in the fall of 1938.82 The Gáls settled in London,
moving between boarding houses and generous hosts who were introduced to Gál through his
musical connections.83
Like many refugees, Gál was unable to obtain permission to work in Britain. Again Fritz
Busch was able to aid Gál in his need, providing for him a letter of introduction to Donald
Francis Tovey.84 Tovey was a musicologist, pianist, and composer who served as Professor of
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Music at the Reid School of Music at the University of Edinburgh.85 Tovey “immediately
recognized in [Gál] a kindred spirit.”86
Tovey hoped to bring Gál to the school as a teacher, but in the interim he was able to find
for Gál temporary work cataloguing the Reid Library collection. The work for Gál was
immensely diverting after the struggles of the previous five years, giving him the chance to work
with rare books and manuscripts, including an unpublished symphony by Haydn. However,
which Haydn wrote the symphony has been a point of some contention.87 Gál himself wrote
about the discovery, “I found in the Reid Library in Edinburgh a set of parts of an unknown
symphony in B-flat, bearing the name of G. Haydn and printed by Bremner in London, my
curiosity was aroused by a few bars that bore familiar and unmistakable features of Haydn’s
invention.”88 Gál notes that others believed the work was by Michael Haydn, but he strongly
rejected this, believing that the younger Haydn had merely acted as copyist to his older brother.
Gál writes at some length about the publication and edition history of the work, which he
believed pointed to the elder’s authorship, but tellingly his final appeal is to the music itself.
To me as a musician the main proof of Haydn’s authorship lies in the music itself, and I
should advise those in doubt to look at the score (Universal Edition, London). Features like
the second theme of the first movement, the lovely, slender quartet setting of the Andantino,
the sparkling skill in developing a whole movement out of a small motif of three notes in the
finale—these are unmistakable fingerprints.89
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Gál appears to have lost the argument, as the work is commonly listed today as being Michael
Haydn’s Symphony no. 11, but perhaps the question will be reexamined at some point in the
future. In any event, he later recalled that the six months he spent working in the Reid Library
was the most time he was ever able to spend reading.90
Walter Kellermann, a German-born physicist who had recently come to the University of
Edinburgh to study solid-state physics with Max Born, first met Gál there through the sisters
Bertha and Martha Turk, who had made their home a welcoming place for refugees. They
became friends, Kellermann recalling that “He had a very sharp mind and would speak his mind
with utter sincerity and yet with his great tact would not offend.”91 Gál would sometimes
provide their group of friends in Edinburgh “a touching rendering of a Chopin prelude or a
Brahms caprice.”92 They spoke of the issues of the day together, ranging from Prime Minister
Neville Chamberlain’s policies to the Soviet reaction to Shostakovich’s Symphony no. 5.
Kellermann was always impressed by his “faculty of arriving at balanced judgment without
losing his sense of humor.”93
Meanwhile, in London, Hanna had been successful at obtaining permission to work as a
speech therapist, and as part of her compensation was given the use of a house, finally allowing
the family to have a residence of their own. Gál returned to London following the completion of
his work in the library, his family seemingly having escaped from the dangers of Europe with the
potential of a new life in front of them once Gál could secure a position at Edinburgh. The
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family decided that there was no need to go to America, as the situation in Britain was working
out very well for their benefit.94 Sadly, Tovey suffered a stroke around this time, and would
never fully recover.95 Nonetheless, the future looked bright. They were joined in Britain by
Gál’s youngest sister Margarethe, who fled from Vienna in March 1939. Gretl, as she was
called, obtained a work permit in Edinburgh, working as a secretary for Max Born’s wife.96
World War II and the Internment of Refugees in Britain
Unfortunately, Hitler’s regime would again bring grief to Gál and his family. Britain
declared war on Germany when Hitler invaded Poland in September 1939, setting off a series of
great hardships exacerbated by the British government. Hanna immediately lost her job because
of her immigrant status. Unable to leave for America now that war had been declared, German
bombing raids convinced the family to move to Edinburgh both for safety and for the great
number of friends that Gál had made while he was there. Hanna was able to find work as a
housekeeper for Herbert Grierson, a retired professor at the University of Edinburgh. In spite of
the war, Gál found himself at home in a “highly cultured environment.… [He] was able to
compose again, and founded a madrigal ensemble97 and a refugee orchestra.”98
The war, however, was going poorly for the Allies. When war was declared by Britain in
1939, the government had decided against interning large numbers of foreign nationals, citing
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what had been a disastrous policy of internment during World War I.99 In hopes of not having to
administer large-scale camps,100 a system had been devised whereby foreign nationals would be
evaluated according to whether or not they actually posed a threat to Britain, with the hopes of
interning only those who were actual security risks.101 A system of tribunals would classify all
immigrants who had entered Britain since 1919 in one of three categories. Category A, those
who were supportive of the enemy war efforts, Category B, those who were clearly on the side of
the British, and Category C, those who had been oppressed by the Nazi government. Only
people determined to be part of Category A were to be interned. Refugees judged to be in
Category B were subject to special restrictions,102 while those in Category C were to be left at
liberty without restriction.103 Gál and his family clearly were part of Category C, as he had been
officially denounced in Germany and subjected to having his works banned there.
There are some unfortunate stories of people caught up in the wrong category by the
tribunals, but for the most part the system was successful in classifying refugees and immigrants
accordingly.104 However, by April 1940 attitudes toward refugees began to take a turn for the
worse. The sudden invasion and occupation of Norway and Denmark, coupled with poorly
coordinated British and French efforts to stop the Scandinavian invasion, led to speculations in
the British press that a “Fifth Column” of traitors and sympathizers within Norway itself had
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caused the rapid fall of the nation.105 This claim would prove to be incorrect,106 but it provoked a
number of articles suggesting that Britain was similarly vulnerable.107
With alarm growing in the press, politicians began to take note and wonder about the
large number of refugees who were freely living in Britain.108 British intelligence also sought to
use a British “Fifth Column” as a scapegoat for their own failures to anticipate German
actions.109 In May 1940, the Joint Intelligence Committee issued a report that stopped just short
of recommending that all aliens of German background be interned, a report that was circulated
in the highest levels of the government.110 This coincided with the German invasion of The
Netherlands and Belgium on May 10, an event that sparked fears that an invasion of Britain was
imminent and that the problem of enemy aliens needed to be dealt with immediately. The arrest
of males from Germany and Austria between the ages of 16 and 60 in southeastern England and
other “protected zones”—including the area around Edinburgh—was ordered to begin on the
morning of May 12, resulting in some two thousand internments.111
Gál and his son Franz, who were living in the Edinburgh protected zone, were amongst
those interned on the morning of May 12, 1940.112 It immediately became clear through the lack
of adequate housing and supplies that the internment had been poorly planned, and at least one
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official report complained that the internees were treated very unfairly. “They felt keenly that
they were being treated, not as friends, but as enemy aliens.”113
The collapse of the Low Countries brought further accusations of a “Fifth Column”
aiding the Germans in their conquest and in the rapid outmaneuvering of British and French
forces.114 Now concerned also about paratrooper invasion, Prime Minister Winston Churchill
expressed his desire that enemy aliens be arrested, saying that it would be “much better that these
persons should be behind barbed wire.”115 The arrest of all Category B refugees was ordered,
resulting in three thousand more internments.116
Finding that members of the government were reluctant to intern all refugees, MI5117
arrested an American Embassy employee named Tyler Kent, as well as Anna Wolkoff, a woman
of Russian descent. Both were sympathetic to Nazi anti-Semitism and had been sharing
privileged information that Kent had access to with Germany for propaganda purposes. MI5
however delayed arresting them until May 20 in order to maximize its efforts to have all
foreigners interned.118
MI5 was successful in spurring on action against foreigners. Beginning May 27, 1940,
women from Category B were arrested, and all aliens in Category C were banned from owning
cars or bikes and were placed on a curfew.119 On the same day, the issue of internment was
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moved to a special and secretive committee. With Belgium having surrendered and France now
clearly on the verge of collapse, Category C refugees began to be arrested.120
Italian immigrants, the majority of whom had no interest in supporting the Italian
government, were also targeted when Italy declared war on June 8, 1940, prompting Churchill to
order that they “Collar the lot!”121 The ever-increasing number of internees strained what were
already very poor preparations for such an event, prompting the British government on June 11
to decide that some seven thousand refugees were to be deported to Canada.122 By June 20, the
first ocean liner of prisoners was on its way across the Atlantic, and other destinations through
the British Empire and Dominions were being considered for additional internees.123 Opposition
in the government to mass internment having now collapsed under paranoia of foreigners and the
frightening defeat of Britain’s allies, mass arrest of all Category C foreigners began on June
24.124
On July 1, 1940, the ocean liner Arandora Star was loaded with internees and prisoners,
and departed from Liverpool for Canada. The ship was spotted, torpedoed, and sunk by the
German submarine U-47 on the morning of July 2 in waters north of Ireland with 1,564 crew,
soldiers, and prisoners on board.125 In the immediate aftermath, the exact number of prisoners
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and who they were was unclear, leading to conflicting numbers being released by the
government.126
Regardless, the shipment of internees continued, with the ocean liner Dunera departing
from Liverpool for Australia on July 11, 1940. The ship included survivors from the Arandora
Star sinking. On the morning of the next day, the Dunera was fired upon by U-56 near the Outer
Hebrides.127 The torpedoes missed, but only by blind fortune.128
By this point, the policies of internment and deportation had come under attack in
Parliament, with MPs openly questioning why refugees and enemies of the Nazi state were being
forcibly detained and poorly treated.129 It soon came out in hearings that Category C refugees
had been aboard the Arandora Star, and the decision to place the survivors aboard the Dunera
also became public.130 The Cabinet, beginning to realize that it had gravely misunderstood the
nature of the refugees it was interning, halted further arrests on July 18, 1940. The previously
xenophobic press began to fall in line with the shifting public mood that the internments were
unjust, and releases of prisoners began at the rate of about one thousand a month.131
Gál’s Internment Experience
Gál kept a journal of his own internment, which serves as the only truly autobiographical
writing of his life. His account is both fascinating and haunting, and deserves to be read in its
entirety as an account of the injustice forced upon Gál and his fellow refugees. He understood
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from the beginning of his internment the forces that had conspired to hold him prisoner. Gál
wrote on May 13, 1940, the second day of his internment and when he began his diary, about the
political situation in Britain.
The war has entered a critical stage, Norway and Holland have fallen, Belgium and France
are in the middle of a severe struggle. There has been treason everywhere. In one section of
the press there has long been deliberate agitation against the refugees. Are there not other
interests and other agendas behind this measure, which was carried out without any visible
preparation and literally overnight, to arrest all “enemy aliens” in the protected area on White
Sunday? We have enemies in this country, that is beyond doubt. These enemies were
Hitler’s most loyal friends until the outbreak of the war. Are secret forces of this kind now at
work, are we, the apparent fifth column, ultimately the victims of the real one? And what
will happen if such forces intervene here in the machinery of state and in the war?132
Gál was obviously very familiar with what was being reported in the media. The idea that
nations opposed to Hitler were full of traitors and “fifth columnists” was one that was hard to
outright refute, especially in the face of what the German army was accomplishing. Gál knew of
course that the refugees who had been rounded up were not traitors. If there were fifth
columnists in Britain, he reasoned, were not they the ones imprisoning Hitler’s enemies?
Gál describes how the prisoners he spoke to had much the same story about their arrest as
himself and Franz. They were “taken away by a civilian policeman with just enough time to
pack the necessary things for a few days into a suitcase.”133 They were taken to Donaldson
Hospital, “a gloomy, barrack-like, ugly building.”134 Gál and Franz were separated because
prisoners under 18 were held separately, with Franz being transported with other boys to
Whittingham—apparently was a much better facility, having previously been used to prepare
Jews for immigration to Palestine.135
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The lack of preparation by the government for interning prisoners was obvious to Gál.
“There is a large statue of Hygieia…136 but to judge from the sanitary arrangements Hygieia has
long since given up her dominion. The question that is exercising us at the moment is: will we
get straw stacks or at least straw bundles to lie on?”137 Gál also realized that their guards had
received very little instruction concerning them.
But why has no one instructed them? Why are orders given to imprison people who are
acknowledged to be for the most part loyal and reliable—merely as a safety precaution, and,
above all, so it is announced, for their own protection—and no instructions are given to the
executive authorities as to how these friendly, loyal elements are to be treated? Was it really
just a senseless, thoughtless panic measure?138
Gál was beside himself with the effort that was being put into the imprisonment of the
refugees. “Every entrance to the building is guarded, a double barbed-wire fence has been
placed around us, with sentries patrolling in between. What an atrocious waste of manpower and
energy for such a farce!”139 The other prisoners were similarly shocked. “This is an
inexhaustible subject in our conversation: stunned horror at the transformation that has taken
place for us since yesterday in the friendly, human face of this country.”140
Perhaps most disturbing of all to Gál and other refugees was that they were being held
alongside actual supporters of the Nazis.
Every one of us is worried, with every fibre of our being, about the outcome of this war,
which is our war, the war against our oppressors, against those who have ruined our
livelihood, plundered our property and left us unprotected and homeless! And now we are
imprisoned because we have been mistaken for the enemy—our enemy! And we are put into
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a building—this is like a grim mockery—in which a few hundred German civilian prisoners
from captured ships are interned…. There are good-natured-looking, pleasant lads among
them, but also some real Nazi faces, who greet us with sneering grins and evident
satisfaction. Comments fly around. Although newspapers are forbidden in the house, these
people are surprisingly well-informed about the victory of the German cause. And these are
our fellow prisoners, our fellow sufferers!141
Gál continued to write over the course of his imprisonment. He wrote of feeling
betrayed, especially after having elected to stay in Britain and renouncing his American visa.
Gál and the other prisoners felt as if they were being punished in spite of knowing that they had
done no wrong, and they were not able to contact their families to let them know where they
were.142 Remarking about how happy a newspaper smuggled into the camp seemed to be about
their imprisonment, Gál wrote, “I have the feeling that our position is hopeless.”143
In spite of their situation and continual worry about war, on May 16, 1940, Gál realized
that he could serve a purpose amongst the prisoners. “Yesterday people came who are hungry
for music. There are about a dozen of the best people from my Edinburgh Refugee Orchestra
here. We could quite easily form a small string orchestra.”144 This was not to come to pass: the
next day the prisoners were told that they were being sent to Liverpool, where supposedly
accommodations would be better.145 Before departing, Gál was visited by his sister Gertl.
Although he seemed grateful to speak with her and exchange news, the pathetic nature of his
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situation seemed to make him regret the encounter. “Never again will I let anyone visit me as a
prisoner! Never again!!!”146
The prisoners were taken to the town of Huyton near Liverpool. Rations and
accommodations improved at first,147 but as more prisoners arrived they again became dismal.148
For Gál there were at least some comforts. He knew and was friends with many prisoners from
Edinburgh, amongst them Dr. Kellermann, with whom he reunited at Huyton.149 The prisoners
set up for themselves a self-government of sorts, choosing leaders to represent their interests to
the camp officer. They continued to be imprisoned with supporters of Germany, much to the
consternation of the refugees. Gál remarks somewhat bitterly in his diary on May 26, 1940,
“When it is now explained that it is difficult to separate the wheat from the chaff and that for
security reasons the innocent must suffer along with the guilty, one can only respond that it was
unnecessary to mix the wheat and chaff together in the first place.”150 Gál wrote this referring to
the fact that all immigrants from Germany and Austria had been categorized when they arrived
in Britain, noting that the government was well aware of the fact that Gál and the other refugees
from Edinburgh had all been classified as being in Category C when they arrived.151
The prospect of music was again raised on May 30, 1930, when Wilhelm Hansen, a
protestant minister and amateur musician, approached Gál about organizing some music in the
camp. Gál immediately became excited about this prospect, writing that the camp contained
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probably over forty orchestral musicians, and hopes were high that they could regain their
instruments that had been confiscated from them.152 Gál began to get to know Hansen, even as
he was warned against speaking with him since Hansen was a German expatriate.153 He wrote
down and arranged some songs that Hansen was familiar with, and began to enjoy his
conversation. “We chat and philosophise a lot, he is good at giving conversational leads and he
is a theologian of the pleasant, undogmatic kind.”154
Gál continued to get to know the musicians in the camp, writing on June 2, 1940, that “I
am wondering whether I shouldn’t write a piece of chamber music for the available
resources.”155 Hansen had promised a piano, but Gál was doubtful about the prospects of having
one. He was also somewhat at a loss of creativity in his circumstances. “It would be nice to be
able to have some music in the meantime. But composing music—how does one do that?
There’s not a spark of it left in my body, my brain is dry and dusty.”156
The large number of intellectuals and professors present in the camp decided to set up a
“camp university.” Gál was asked to speak about music to those participating, but he was
“unwilling to talk about music when I am not able to give examples on an instrument. I will
rather become a student again myself and go to lectures.”157 Gál writes also on June 2, 1940, that
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he had received a letter from Hanna in which she also confirmed that Franz was safe and
“keeping fine,” which greatly lifted his spirits to learn.158
On June 4, 1940, perhaps sparked by the contact from his loved one, Gál resolved to
begin composing. Gál excitedly describes the music that he would later title the “Huyton Suite,”
and it provides an insightful account of Gál’s compositional process.
I sat down and started quite a decent piece of music. A flute and two violins, these are the
only available instruments that are seriously worth considering. A problem to create a trio
out of them! The idea gripped me as soon as it entered my head. At first a quite unassuming,
march-like piece came. I had to see if I could write music at all. But it developed
delightfully and today I finished it. The reveille fanfare made a nice coda for it. One little
movement is ready! I think it will become a sort of suite, three or more movements. A
second one has appeared in its beginnings; I’m afraid it will turn out considerably more
complicated technically, and I must be careful on account of the players. But the beginning
is good, and the three parts are so intertwined with one another that no-one will know if he is
on top or underneath. And why should he? … After an hour I knew considerably more about
my second movement, and I also already know more or less how the third will look. It came
quite unexpectedly…. What solved itself quite naturally, as if by itself, is the problem of the
three high voices, the lack of a deeper foundation. With three voices and enough air between
them there is always blissful music-making. I had the happiest day in a long, long time.159
Once he began to compose, inspired by the restrictions of the available instruments, Gál seems to
have written with enthusiasm. He occupied himself completely with the work, writing three days
later that his friends laughed at how hard he was to disturb since beginning to write.160
The problems in the camp of course continued, that same day Gál writing that “If [we
internees] were allowed to run the camp ourselves everything should be organized easily and
without trouble. But initially the authorities didn’t even have a list of the names of the
internees.”161 The ridiculousness of their predicament still grated on him.
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On June 12, 1940, Gál wrote that he had very nearly finished the suite, and was pleased
by what he had written. “I am very happy with this piece, it looks as if it were made of air, light
and sunbeams.”162 However, the world around Gál continued in chaos. News had come of
Italy’s declaration of war against the Allies, and the internees were informed that they were to be
relocated to the Isle of Man so that Huyton could be used for Italian prisoners. Gál reflected on
the duality of his music in the madness that he was living in.
In sober moments it is clear to me that I am mad. Here I am, writing music, completely
superfluous, ridiculous, fantastic music for a flute and two violins, while the world is on the
point of coming to an end. Was ever a war more lost than this one now? What shall we do if
peace is now concluded? What if none is concluded? Each possibility seems as hopeless as
the other.
Gál then references a parable by the poet Friedrich Rückert concerning a man who escapes one
danger, only to be confronted by a second, larger danger. Trapped between the two, the man
discovers some berries growing next to him, and commits to enjoying the fruit before his
inevitable end. Gál sees himself in this parable, writing, “How wonderful that there are such
berries! Never in my life have I been so grateful for my talent as I am today.”163
Gál arrived on the Isle of Man at what was known as Central Promenade Camp on June
14, 1940, after what he described as a pleasant voyage.164 Although he described the location of
the camp as “enchantingly beautiful,” the accommodations were still very poor. However, Gál
was happy to find that some of the houses had pianos in them, albeit bad ones. He contented
himself with working on completing the parts for his Huyton Suite, hoping to soon have the
opportunity to give a performance of it.165
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News continued to be difficult to come by in the camp, but reports filtered in on occasion.
Gál seemed to have heard news of both the evacuation at Dunkirk and the occupation of Paris by
June 18, 1940.
Our hopes of release have receded far into the background. Since the war has entered such
an unhappy stage this question has hardly concerned us at all, as it has become unimportant.
Our life and our future depend for good or ill on the outcome of the war. If things go badly,
we are lost in any case.166
The internees seemed at this point doubly beset by evil. Although they hated their
imprisonment, the dread which loomed over them should the war be lost—a very real possibility
to them—was even greater.
Music continued to be a way for the prisoners to keep their spirits up. Gál wrote on June
21, 1940, that he would be performing in a concert on one of the rickety pianos available in the
camp. He noted that there were plenty of musicians in the camp, but little in the way of available
music.167 By June 27, Gál began to help with this problem, writing down for performance lieder
by Schubert, Beethoven, Schumann, and Wolf—all of which he knew from memory. Gál also
continued to perform as a pianist, the music-starved populace gratefully receiving it. “When I
play Bach or Beethoven there is a reverence such as I have rarely experienced in musicmaking.”168 The same day, Gál wrote of rumors that internees would be sent to Canada. The
internees generally seemed to have felt that this would be better for them in general, but were
concerned about being separated from their families. Additionally, Gál finally received word
from his family. He was disappointed to learn that his son Franz had picked up a number of bad
habits while interned. More concerning to him was that Hanna had been forced to relocate to
166

Ibid., 84.

167

Ibid., 86.

168

Ibid., 88.

36

Glasgow, and all of the refugee women feared being interned themselves.169 His frustration
came through in his writing. “Such inconsiderate interference in the life and work of innocent
people who are in no-one’s way! Xenophobic attitudes have been encouraged and promoted for
so long that it has become necessary to take measures which pander to these attitudes.”170
The performance of the Huyton Suite was delayed when two of Gál’s musicians were
placed on a transport to Canada, Gál wrote on July 2, 1940. Only unmarried men had been asked
to go on the transport, but there was concern that married men might soon be asked, who feared
separation from their families.171 On July 5, news of the Arandora Star’s sinking reached the
camp with the latest group of internees. Gál was immediately concerned for his son Franz,
having received a letter from his wife that Franz was no longer at Lingfield, and his whereabouts
were unknown to the family.172
Musical life in the camp continued, with performances being organized on at least a
weekly basis, as Gál writes on July 13, 1940.173 On July 15, the prisoners were authorized to
receive newspapers, the banning of which Gál had referred to as the “most ridiculous of all
injustices.”174 The internees were grateful to learn that public debate in Parliament had occurred
regarding their situation, and that several passionate speeches on their behalf had been made.175
Gál was personally filled with a sense of dread while reading about the Arandora Star, of which
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very little information had yet been made available. Gál also had no news from Franz, and the
authorities were of no help. Gál feared the worst, and had no way of knowing his son’s fate.
Nonetheless, Gál continued to help the trio performing his Huyton Suite rehearse, in spite of the
fact that he referred to one of the violinists as a “serious psychopath” who was very difficult to
work with.176
On July 17, 1940, Gál received word that Tovey had died, having earlier suffered a
stroke. Gál was saddened by this, bemoaning his death as the loss of a great musician and
human being.177 Worry about Franz began to consume him, and he wrote on July 18, “I can’t
sleep, and when I begin to slumber, I dream about Franz.”178 On July 27, Gál finally received
word from Hanna that Franz was safe in Canada. Upon reading the telegram Gál burst into tears
of relief.179
It was perhaps within this context that Gál wrote on August 1, 1940, “An experience like
this performance is recompense for all kinds of hardship.”180 The Huyton Suite had finally
received its public performance, and Gál was greatly pleased by its effect. “I can hardly
remember any chamber music piece of mine having such a direct impact and such an immediate
effect as the Huyton Suite did.”181 Gál made certain that those with whom he had been
imprisoned with since Huyton were present, and that the music directly related to their
experiences.
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Also on August 1, 1940, news came that internees who were valuable to the war effort
and those with “medical hardships” would be eligible for release, prompting Gál to have hope
that the public was turning against the internment program.182 Gál, who had been suffering from
a skin condition almost since the beginning of his internment, wrote on August 9 that he had
been approved for release “in due course.” This was welcome news, but Gál recognized that he
would still have to remain for some time.183
Gál’s condition led to his being hospitalized on August 15, 1940, which was of great
relief to him. In spite of Gál’s growing discomfort, admission to the hospital had been difficult
to obtain, and was granted only when swelling around his eyes began to make it difficult for him
to see.184 Gál was visited in the hospital on August 19 by his friend and fellow internee Georg
Höllering, who was a film producer, director, and writer.185 Gál had previously considered
collaborating with Höllering on some sort of project, and now Höllering came to him with the
idea to produce a revue with music written by Gál. Gál laughed at the suggestion, but Höllering
was serious. Gál wrote,
There is no script yet. He still has to write it. But the title is already there: ‘What a life!’ It
is to be a sort of photo-montage of our life in the camp, a series of short, lively scenes taken
from everyday life. With two compères, one in German and one in English. And all the
songs will likewise be performed bilingually, with two different singers…. And he already
has ideas for a whole series of scenes, barbed wire will appear on the stage, and the seagulls,
and the double bed in which we sleep.186
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In spite of his weariness, Gál was inspired to begin work on the revue immediately, writing that
“the music had already come into my mind before I had finished reading.”187
“That was quite a week!” Gál wrote on August 26, 1940. “Work, work, work, from
morning till deep into the night. And unfortunately it carries on buzzing around in my head
during the night.”188 Gál was very eager to be writing the revue.
The liveliness of the whole idea has seized me in an extraordinary way, and the music comes
as if by itself…. In six days I’ve almost finished writing the music for the revue, in
tremendous haste, just as quickly as I could write the notes. And as that is still too slow, I
have not even written a score, but just a sketch, and made the necessary parts from this
sketch.189
Gál was enraptured by the concept,
Höllering’s scenario—it is more a scenario than a script, dialogue parts are mostly only
sketched—is really like a photo-montage; an improvised series of short scenes, which have
an enormous appeal for me, because there is really nothing invented in it. It has all happened
and happens daily with us, and yet, in the sequence of events, in the combination of scenes
and in the use of available material, in terms of stage resources, there is such a supreme
artistic taste and richness of ideas, that I was bewitched every time when he came with a new
scene.190
The orchestral resources were limited, but as the Palace Theatre had an orchestra pit, Gál
wrote parts for two first violins, two second violins, a viola, a cello, a flute, and a clarinet. Gál
himself intended to conduct from the small grand piano on the stage itself, and play “in the
manner of continuo, as was done three hundred years ago.”191 Gál considered this situation
carefully when writing the music.
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I have written my music with this plan in mind. The songs are mainly only accompanied by
the piano, but in each one there is also a solo instrument, a flute, a cello, a clarinet, or a
violin. That will give me colour, each of the players can enjoy a solo, and our unpracticed
singers on the stage will be reliably accompanied by the piano and not confused by the
orchestral accompaniment.192
Gál writes on August 28, 1940, that rehearsal of the revue had begun, starting with the
choosing of the singers, amongst them a bass whom Gál described as being “very buffo.”193 In
spite of a frenetic rehearsal schedule and frequent changes to scenes by Höllering, the revue was
successfully premiered on September 2 to “never-ending applause.”194 Gál wrote on the third
that their fellow internees understood very well the story that was being told. “The whole thing
was after all nothing more than a true picture book of our lives, transfigured by some music,
elevated by the stylization and colourfulness of the stage.”195 Gál was glad that the audience was
able to laugh at the farcical nature of the work, in spite of the tragedy of their situation.
A second performance of the revue was planned, but it was decided to delay this to give
time for revisions, and to allow enthusiasm to build in anticipation of the revue.196 Gál added a
quodlibet that he believed epitomized the musical life of the camp, with many musicians playing
many different themes all at once. The cello played a theme from Schubert’s Symphony no. 8,
while the violin played the Brahms G minor Sonata, the clarinet played Wagner’s horn call from
Siegfried, and the piccolo played from Rossini’s William Tell overture. The result was quite
humorous, and this sort of thing was apparently a common occurrence in the camp.197 Gál wrote
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on September 15, 1940, that a very large piece had been added to the program, The Ballad of
Poor Jacob.198 The poem tells a story that serves as a metaphor for the long plight of the Jewish
people.
The Ballad of Poor Jacob is the story of the Eternal Jew of today. He has grown up among
strangers, has always been beaten when his foster parents have fallen out with each other,
and he is always and everywhere the innocent victim when others are involved in conflict.
So he wanders through life, driven from one country to another, homeless, until he
recognises that his home is humanity and has learnt to view his enemies without bitterness, as
they too are after all poor, hounded people like himself.199
On September 24, 1940, Gál was overjoyed to learn that he was to be released in two
days, on September 26. This was a great relief for many reasons, not least of which was that his
skin condition had continued to worsen. Unfortunately, the second revue performance was to be
on September 26, so Gál requested—and was granted—permission to stay until September 27.200
On September 27, 1940, Gál wrote his last entry in his journal from the ship taking him
to Liverpool and freedom. Gál reflected as he wrote, “I am happier than I have been for a long
time; I am even more happy about this last evening, which rounded off the whole adventure so
beautifully and so gladdened my heart, than about being freed.”201 The revue had been a
tremendous success, with even the camp staff attending. Gál found the whole performance
“profoundly moving.”202
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The War After Internment
Gál and Hanna, at last reunited, returned to Edinburgh. Wartime opportunities for work
were few, but Gál found some employment as the caretaker and fire warden at a girls’ school that
had been evacuated.203 The war continued to be a difficult time for Gál. His elder sister, Edith,
and his mother had left Vienna in 1939 to stay with Gál’s aunt, Jenny Fleischer-Alt,204 whose
status as a former opera singer under Strauss at the Weimar Theatre offered a degree of
protection. The situation worsened in early 1942, when Gál’s mother died as the result of an
accident, and Edith and Jenny began to fear for their own lives. Facing deportation to
Auschwitz, they took their own lives in April 1942.205 Tragedy struck even closer to home in
December of that year when Gál’s son, the “emotionally vulnerable” Peter, also took his own
life.206
In spite of these tragedies, or perhaps because of them, Gál wrote prolifically throughout
the war years. In addition to numerous chamber works, Gál wrote his Symphony no. 2, his
Concerto for Cello and Orchestra, his Concertino for Violin and String Orchestra, and other short
works for orchestra, piano, and choir. Gál also remained an active performer during the war
years, performing “under the auspices of various political and cultural refugee organizations.”207
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Gál gave performances in London during 1941 of both the Huyton Suite and a piano suite based
on the music from the What a Life! revue.208
Gál also participated in concerts focusing on the music of composers banned by the
Nazis. A concert in June 1943 included “music by Berg, Grosz, Krenek, Mahler, Schoenberg,
and Wellesz, [with] Gál’s contribution [being] three of his Four Madrigals on Elizabethan
Poems.”209
Gál and his family had some reprieve from hardship in 1944 with the birth of his
daughter Eva.210 It was perhaps a sign of Gál’s inextinguishable optimism that in the midst of
personal tragedy and war he would chose to have another child.
Gál’s work as a musicologist continued after his internment, with the publication of the
catalogue he had worked on during his time in the Reid Library. Titled Catalogue of
Manuscripts, Printed Music and Books on Music up to 1850: In the Library of the Music
Department at the University of Edinburgh (Reid Library), the book consists of a brief preface
by Gál, followed by the catalogue. In its pages, Gál describes the various interesting treasures
that he discovered while going through the collection, calling attention especially to sixteenth
century manuscripts and “an extremely rich collection of literature on music” featuring texts
from as far back as 1499. Gál dedicated the work to Tovey, who had recently passed away when
the book was published in 1941.211
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Postwar in Edinburgh
When the war at last ended in 1945, Gál’s situation improved dramatically. Sydney
Newman,212 the new Professor of Music at the University of Edinburgh, appointed Gál a fulltime lecturer in the Music Department, seven years after Tovey had attempted to bring Gál on as
a member of the faculty.213 Gál was also offered a position at the University of Vienna, but he
decided that moving his family again was out of the question.214
Gál had some success as a composer after the war. His music “escaped the BBC ban on
Austrian and German composers during the War and immediate post-War years, and there were
frequent broadcasts.”215 However, his career never again reached the heights that it had reached
during the 1920s. Gál, at least in part, blamed himself for this. “I was never very active in
promoting my own cause, and when I came to this country, not far off 50, I was practically
unable to do it, so what happened on my behalf happened through friends…. I was much too
passive to do anything.”216 Gál also seems not to have truly become a part of the British musical
landscape. His daughter writes that “Gál's musical roots were still firmly anchored in the
Austro-German tradition, and he never became part of the cultural establishment in his adopted
homeland.”217 Furthermore, she believed that in many ways the world had moved past him.
Post-War developments in contemporary music and the prevailing cultural climate, not only
in Britain but internationally became less and less tolerant of the Austro-German style and
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values in which Gál’s music was so deeply rooted, and he became an increasingly marginal
figure.218
It would seem that a combination of factors kept Gál’s compositions from becoming
popular in Britain. Certainly Eva Fox-Gál is correct to suggest that Gál’s cultural relevance
suffered both as a result of his relocation and the cultural climate after the war. Music was also
moving even more rapidly in a direction first begun by Gál’s progressive Viennese
contemporaries, and he was easily dismissed as a conservative throwback. His age and situation
contributed as well, as Gál himself admits that he did not really promote his music in the way
that he knew he should have.
There were other issues as well in the post-War world that contributed to his decline in
popularity. Gál’s numerous relocations, coupled with the political upheavals and barriers of the
1940s, resulted in his music being “scattered amongst many different publishers,” and as a result
it could be difficult to obtain.219
Gál also lacked consistent support for his music outside of the conductors Rudolf
Schwarz and Otto Schmidtgen, both former students of his. Schwarz led performances in Britain
of many of Gál’s major orchestral works, including all four of his symphonies and both his cello
and piano concertos. Schmidtgen conducted two of Gál’s major choral works, De Profundis and
Lebenskreise in Germany, as well as other works, but he died unexpectedly young at the age of
53 in 1964. As his daughter writes, “What [Gál] lacked was a major champion amongst postWar conductors and, indeed, instrumentalists, both in Britain and on the Continent.”220
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In spite of these setbacks as a composer, Gál continued to contribute to the musical
world. He taught at the University of Edinburgh until his retirement in 1955, and remained
active musically in the community there into the 1980s. Gál taught extramural classes in the city
and elsewhere, also teaching private students. He began conducting the Edinburgh Chamber
Orchestra, an amateur string orchestra, in the 1950s, using it as a venue to introduce little-known
repertoire to the community. Gál was a member of and regular performer with the Edinburgh
Society of Musicians, which oversaw the performance of many of his works, including his 24
Fugues for Piano, which he premiered himself in 1981 at the age of 91. Gál served as president
of the Edinburgh Society of Musicians, as well as president of the Edinburgh Society of
Recorder Players—an instrument for which he wrote a great deal of music.221 Gál was highly
thought of by both the University and community, the University awarding him an honorary
doctorate in 1948.222
Gál was also involved with the founding of the Edinburgh International Festival in 1947.
Rudolf Bing, who was also from Vienna and an acquaintance of Gál,223 wished to renew musical
ties with foreign nations after the war had ended.224 Gál had his doubts that a festival in
Edinburgh could be successful, considering it somewhat of a cultural backwater, but nonetheless
lent his support, and today the festival remains an event of international importance.225
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Gál continued to contribute to the body of musicological literature during his years in
Britain, becoming a rather prolific writer. In spite of this, writing for Gál always seemed to be a
secondary concern: “I have always written music. I have also written several books, but in
practice I never wrote a book without a publisher asking for it. It was not my proper vocation,
but when I did it, I did it with my fullest interest, and so things came out that have made their
way.”226
Gál’s first book after the war was titled The Golden Age of Vienna, and was published in
1948. His daughter wrote that it could “perhaps be seen as a homage to his homeland—it is
dedicated ‘To my Austrian Friends all over the World.’”227 Within the book, Gál provides
cultural context for Viennese composers, beginning with Gluck and ending with Schubert, with
brief excerpts about the personality and music of each.228
Gál followed this book with several more. Johannes Brahms. Werk und Persönlichkeit
was published in 1961. Two years later it was followed by Richard Wagner. Versuch einer
Würdigung. Always fascinated by the examination of composers’ personal lives, Gál published
The Musician’s World: Great Musicians in their Letters in 1965. Franz Schubert and the
Essence of Melody followed it in 1970, and Gál’s last major book, Giuseppi Verdi und die Oper
was published in 1982. Gál also wrote numerous articles in journals through the years, and is
probably better known by many today through his writings rather than his compositions.229
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Gál remained active as a pianist, performing throughout Britain, but also traveling to
perform in his former residencies in Mainz and Vienna.230 Vienna, the city whose musical
culture he loved so dearly, continued to honor him even though he had chosen not to return. In
1958 he was again given the Austrian State Prize for composition, and in 1963 the University of
Vienna ceremonially renewed his doctorate on the 50th anniversary of his graduation. Mainz also
honored him, with the University of Mainz granting him an honorary doctorate in 1977. Britain
recognized his contributions to music as well, awarding him an O.B.E. in 1964. In 1981 he
received from Austria the Österreichisches Ehrenzeichen für Wissenschaft und Kunst, that
nation’s highest award for services in the arts.231
Tragedy unfortunately never seemed to depart entirely from Gál’s life. His elder son
Franz, who had survived internment himself during the war, took his own life in 1967.232
However, it was not in Gál’s character to let tragedy overwhelm him, and he “never sank into
depression.”233
Gál died from cancer on October 3, 1987, at the age of 97. Hanna kept him at home for
as long as she could once it become clear that the end was at hand, and she was grateful that he
suffered very little.234
Although he never enjoyed the level of success as a composer that he had obtained prior
to 1933, Gál continued to write throughout his life until shortly before his death. While he had
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largely been forgotten as a composer by the end of the twentieth century, there has been a recent
resurgence in interest about him in the twenty-first century. Musicians from around the world
have began to rediscover Gál’s music, leading to performances and recordings that have in turn
led to further interest in his life and works.235
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CHAPTER THREE
PHILOSOPHY OF LIFE AND MUSIC
All composers have underlying principles and philosophies that guide their work. These
thoughts and ideas inform the compositional process, prioritizing some possibilities over others
and providing a consistent approach to music. This philosophy can change and grow over time,
but most composers seem to settle very early in their careers on some guiding principles through
which they understand music and set their compositional goals.
In spite of being a prolific writer, Hans Gál rarely wrote about his own music. He seems
to have been a humble man, and perhaps he was too embarrassed to write extensively about
himself, having dedicated so much of his time to writing about some of the greatest composers of
all time.
Even when asked to speak of his own music, Gál avoided doing so. In an article meant to
promote an upcoming performance of his cello concerto, Gál avoided speaking directly of the
work. He admitted to this, saying only that “the composer is subjected to certain inhibitions
with respect to talking about his own work. Much as he would desire the public to share his own
favourable opinion, he definitely prefers to leave the pleading to his music without further
comment.”1
This is probably a noble attitude for a composer to take with respect to his own music,
but it is unfortunately of no aid to those who seek to understand better the causes and
motivations of the composer. Fortunately, Gál revealed much about his musical philosophies
and principles when he wrote about other composers and their music. This is seen not only in
how he discusses the music of those composers, but also in the notes and commentary he
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provides while writing about their lives and works. Through this it is possible to create an
outline of Gál’s musical philosophy and the manner in which it guided his own composition.
Johannes Brahms
To begin understanding Gál, one has to begin with the composer who was of greatest
importance to his training and personal understanding of music—Johannes Brahms. Gál
considered himself to be personally connected to Brahms through his own teacher, Eusebius
Mandyczewski (1857–1929). Mandyczewski was a Romanian musicologist who met Brahms in
1879 and became a lifelong friend, even helping him as an amanuensis.2 Gál began to study with
Mandyczewski in 1909, working intensely with him for two years on musical form and
counterpoint. The two became very good friends; Gál’s daughter wrote that, “He loved and
revered Mandyczewski, and remained in close contact with him until his death.”3
Mandyczewski’s friendships with first Brahms and then Gál would prove pivotal to the
latter’s musical identity. In the preface to his book on Brahms, Gál writes about the “word-ofmouth communications” that Mandyczewski shared with him regarding Brahms. Gál mentions
that he “cherished [Mandyczewski’s] numerous sayings concerning Brahms’s personal traits, his
judgments, and his attitude toward all kinds of musical questions.”4 Gál continues:
Also, as [Mandyczewski’s] collaborator in publishing the Breitkopf & Härtel edition of
Brahms’s complete works, I had innumerable opportunities to discuss with him anything
bearing upon the object of our enterprise. If I thus consider myself presumably the last
surviving bearer of a direct Brahms tradition, I do so in all humility and without
overestimating this circumstance, but nevertheless with a sense of obligation to pass on my
experiences to the best of my ability.5
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Gál thus considered himself a true inheritor of the tradition of Brahms. He was so
immersed in both the person and music of Brahms that it seems to have become a formative part
of his own musical character. For this reason, it is impossible to discuss Gál’s music without
discussing his thoughts on the man whose music he held in such high regard.
Gál was not a believer in attributing a composer’s output to specific events or experiences
in their lives. “The real world of an artist is that of phantasy. Experience in imagination is far
more essential than experience in reality.”6 Gál in this instance was speaking of Brahms’s
relationships—or lack thereof—with women, but the principle was one he applied to all aspects
of a composer’s life—rejecting the idea that musical output could with certainty be ascribed to
biographical details.
Seen with a certain detachment, the life story of any great person is seldom more than a
background: indispensable for understanding his development, but beyond that hardly of any
basic significance.… The depth and aura of Brahms, as a character as well as an artist, justify
a presentation centered on problems of personality and artistic creation; from these problems,
however, all kinds of side lights will inevitably fall on the story of his life.7
Gál thus believed that the recordable events of a composer’s life rarely formed a direct
correlation to the music, but that they could be influential on a composer’s personality and
approach to his art. When discussing Brahms, Gál tends to see the character of the composer in
his actions and relationships. In the case that Gál has highlighted above, Brahms’s status as a
bachelor is caused by certain truths about his character. Rather then attributing, for example, the
Tragische Ouvertüre to a certain tragic event caused by Brahms’s bachelorhood, Gál asserts that
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it is rather the core reasons that Brahms as a person remained a bachelor that made such a work
possible.
This is abundantly clear when Gál addresses Brahms’s numerous failings at discretion
and propriety in his relationships with others. In spite of his need for close friends around him,
Brahms, according to Gál, seems to have been a poor communicator.
The fact that he did not always express himself clearly is due to his character, to a certain
diffidence which prevented him from showing his true feelings… The obscurity was no
doubt always due to some inhibition; yet he was ever a true, dependable, and close friend…
His friends knew this, and worshipped him for it. But they also feared him because one
could never be certain where he stood with him, and because Brahms knew how to hurt
mercilessly… He simply could not bring himself to say “Forgive me,” just as he was
incapable of suppressing a malicious remark whenever one occurred to him. In his frankness
there was an element of sadism, and in his occasional aggressiveness a kind of desire for
revenge for whatever pains or injustices others might have inflicted upon him.8
Gál cites several examples of Brahms displaying this sort of behavior, but he does not
bring the subject up to disparage Brahms. Gál is interested in what this character trait means to
Brahms as a composer. First, he highlights Brahms’s devotion to his craft above his friendships.
Gál uses an 1854 letter from Joseph Joachim—who of course was a close friend of Brahms—to
Gisela von Arnim9 to demonstrate this. Joachim says of Brahms,
All he craves is to indulge without interference in his music and his faith in a more sublime
world of phantasy, and his manner of keeping all the unhealthy sensations and imaginary
sufferings of others at arm’s length borders on sheer genius. He is unwilling to make even
the slightest sacrifice for his intellectual inclinations.10
Like Joachim, Gál felt that Brahms’s rudeness and meanness were at least partly due to
the latter’s desire to focus his entire being on his art. Likewise, Brahms’s commitment to remain
a bachelor seems to Gál to come from a similar motive. He quotes Clara Schumann’s daughter
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Eugenie who writes in regard to Brahms’s relationship with her mother that “the realization was
inevitable, however, that a task awaited him which demanded his entire strength and which could
not be reconciled with an exclusive dedication to a single friendship.”11
Gál also sees in Brahms’s relationship difficulties aspects of his character that bleed over
into his music. In regards to the generousness of Brahms toward his friends and family, Gál
writes: “in view of his own modest requirements, his increasing prosperity afforded him the
luxury of adequately looking after his relatives and at the same time quietly doing a great deal of
good for others.”12 Gál writes also that “He was tireless in finding devious ways and means
when he wanted to help somebody in grand style.”13
For Gál, these contradictions of Brahms’s character show something about both the man
and his music.
The creator of the German Requiem, who sat on the “Seat of the Scornful” and who was able
to utter the most delicate and the most crude, the most cynical and the most profound
sayings, was, despite all his contradictions as a human being, hewn from one piece. Mighty
and gnarled like an oak tree, he made a complete synthesis of all his conflicting
characteristics in only one medium of expression: his music. Here is where one finds that
which all his life he avoided showing openly: his genuine humanity and kindness, which
could be as overflowingly rich as his covert charity.14
Gál then sees the music of Brahms as the true expression of the character of the man, a
character that was often obscured by Brahms’s own insecurities and social awkwardness. As
proof of this, Gál offers the genuine sincerity with which Brahms cared for others in need. “[I]f
his discourtesies, inconsiderateness, and outbursts are balanced against his good works, then one
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must consider that a person may commit unfriendly acts for a vast number of reasons, but acts of
kindness for only one: out of goodness.”15
Through this description of Brahms, Gál reveals a great deal about himself. He was
someone who could believe in a person’s genuine goodness in spite of a great deal of apparent
meanness.16 Gál also believed that this is an aspect of character that must inevitably come
through the music of someone who approached composing with as much passion and dedication
as Brahms. It is as if he believed that Brahms’s music expresses his innermost self much more
thoroughly and truthfully than his actions, whereas the events of his life only leave clues about
the man himself. Gál expresses this very directly when he discusses Brahms’s lifelong
commitment to bachelorhood.
A longing that is never fulfilled may act all the more intensely on the level of artistic
creation. Handel, Beethoven, Schubert, and Bruckner lived in celibacy, just as Brahms did.
The reasons may have been different in each case; there are paradoxes of all kinds in the
realm of creative achievement, and the process of sublimation through which they come into
being defies analysis. For this reason the entire line of questioning is fundamentally futile:
the work of art and its transcending truth are all that matters.17
It is logical to wonder if Gál related his own life experiences as a composer to those of
Brahms. Was Gál envious of Brahms’s situation that kept the great artist in this world of fantasy
that Gál believed was so essential for transcendent art? Certainly an examination of Gál’s life
shows that many matters unrelated to music often dominated his time and attention. Although
his wife, Hanna, displayed constant support for Gál’s career, she doubtless served as a distraction
at times. Both of the World Wars coupled with the rise of the Nazis in the 1930s certainly had a
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powerfully negative effect on both Gál’s career and his ability to compose freely, and this
interference with his composing career in all likelihood kept him from devoting himself fully to
his art, needing instead to teach and perform in order to support his family. Gál himself draws
some attention to the fact that Brahms lived in a world that was much freer from these disruptive
and destructive forces. Gál writes in 1961, not far removed from World War II,
The world in which we live today has thoroughly cured us of any illusion that we can
decisively influence our destinies. We have learned to accept the fact that blind, powerful
forces over which we have no control can play with us at will. The nineteenth century, on
the other hand, may be characterized as the most placid and stable period that ever existed on
the European scene, once the Napoleonic upheavals had been overcome. Wars and
revolutions were violent but brief episodes, transient as thunder and rain storms, and they
hardly threatened the life and existence of the individual. The value of money scarcely
fluctuated, prosperity and economic progress appeared to be inescapable, and the security of
justice unshakable. This orderliness, this security, may well evoke suspicion on our part; yet
it was enviable. The course of a successful man’s life in that period was of almost trivial
uniformity; it could be practically reconstructed from a set of surveyable given conditions.18
In comparison to Gál’s life, Brahms would appear to have led a life of great ease and personal
security. The great struggles of Brahms’s life had to do with relationships and the creative act of
music. Gál finished his schooling just as World War I threw the world into chaos, and he
became a successful composer just as the Nazis rose to power. Gál gives no hint of envy toward
Brahms, but he certainly recognizes this significant difference in their lives.
Brahms’s lack of a permanent position, which made him feel so insecure, likewise
benefited him by helping him to focus on his composition. Brahms even noted while working at
the court of the Prince of Detmold in a letter to Joachim that “her Highness’s amusements leave
me no time for thinking about myself.”19 By contrast, Gál seems to have been constantly
scrambling for financial means.

18

Ibid., 24–25.

19

Ibid., 12.

57

In any case, Gál approaches the entire issue with a degree of stoicism. When asked by
Martin Anderson if he ever resented his teaching taking time from composing, he replied,
No, I couldn’t say that. I accepted things as they came, without asking questions. You
mustn’t forget that it was a situation when, with respect to the regular proceedings of the day,
one didn’t ask any questions. One accepted things as they were. There were rich and poor,
and the poor had to work. I was more or less poor.20
Perhaps then it was more a question of ambition than of focus. Gál believed with
certainty that Brahms recognized within himself a degree of genius that could help him become
one of the great composers, and that Brahms felt compelled to pursue his gifts at any personal
cost. This is precisely what Joachim had observed in Brahms, and Gál seems very interested in
this part of Brahms’s character. Gál, on the other hand, notably lacked ambition at times. He
admitted not only to being a poor promoter of his own music, but seems to have accepted the
limitations that life forced upon him with a degree of stoic indifference. Gál never seemed to
have wanted to break out of his role as a composer with little means who could never focus
entirely on his craft.
Gál attributes Brahms’s rivalry with Wagner to much the same character: Brahms knew
how great he was, but he could never receive the full recognition that he felt he deserved.
One thing, however, he could not become at that time: the master. That title had already
been awarded; that throne he found already occupied. No matter how highly developed
Brahms’s genuine inner humility may have been, the Wagner cult and the rivalry with
Wagner that it forced upon him accompanied his entire rise to fame like a constantly
recurring theme, and it must often have caused him bitter vexation.21
Brahms’s relationship with Wagner and the “Wagnerians” is important for understanding
Gál’s relationship with the musical climate around him. Brahms and Gál were both considered
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conservative, backward-looking composers at a time when many considered more progressive
composers to be the future of musical art. Brahms recognized and acknowledged the very
apparent greatness of Wagner. According to Gál, “Brahms took every opportunity to express…
his respect for Wagner’s artistic stature and seriousness…. No musician of his penetrating insight
could possibly look at a Wagner score without admiring the workmanship.”22
In spite of this respect and appreciation for Wagner’s music, Brahms was less
sympathetic to other aspects of Wagner’s character and personality. “[Brahms] found Wagner’s
theories absurd, his arguments sophistic, his publicity and propaganda methods demagogic, and
his almost pathological urge for surrounding himself with extravagant luxuries cheap and
vulgar.”23 Some of these were personal dislikes, probably magnified by the acrimonious
relationship between the two, but the heart of the musical disagreements between the two seems
to have resonated with Gál.
Brahms considered everything he accomplished with music to be built on the success of
his predecessors. Gál writes about Brahms’s regard for the great works of the past that
For Brahms, they constituted the greatest and most productive musical heritage, the
concentrated wisdom of generations, whose mastery is the first and foremost duty of every
serious worker. Whatever he knew, whatever he was to attain, was the result of his
immersion in the essence of great spiritual ancestors, who had been able to draw directly
from this source…. To him the St. Matthew Passion, the Well-Tempered Clavichord, Don
Giovanni, Fidelio, Haydn’s string quartets, and Schubert’s lieder were what the Tabernacle is
to the faithful: symbols of eternal truth.24
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This, Gál believes, is the essence of why Brahms chose to compose as he did. Unlike Liszt,
Wagner, and their followers, Brahms was not trying to will into being a completely new
revolution of music. Instead, he considered the past to be the foundation of music.
Likewise, Gál admired Wagner’s music for much the same reason Brahms did. “[W]hat
fascinated Brahms, was the white heat of [Wagner’s] inventive process and the unique depth and
individuality of certain of his ideas.”25 Gál himself found there to be nothing irreconcilable
about Brahms’s conflicting views on Wagner. One could disagree about a great number of
things musically but still admire the overall result. However, the hostility between Brahms and
Wagner was rooted in more than just personal disagreement. “What Brahms always esteemed in
Wagner was his serious artistry and great musicianship; what he had to reject were his theories
and his intolerant claims to a monopoly of values.”26
Gál describes the rift between the two greats as symptomatic of a larger battle between
traditionally minded composers such as Brahms and “progressive” composers such as Wagner.
Wagner was seen as part of the “Music of the Future;” and in the public mind his music was the
way forward, while the music of Brahms, however skillfully written it might be, was seen as
inherently a thing of the past.27
Gál seems to have thought this view of progress was an ultimately foolish argument,
demonstrating this with the father of the modernist wing, Liszt.
Today all of this seems strange, considering the fact that Liszt’s music, which had produced
so much discussion and acclaim at the time and had stood at the very center of events, has
long since vanished from the scene. His great works… are today known only by hearsay.
And if by any chance one of his twelve symphonic poems happens to appear on a concert
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program, one may rack his brains about why and how such a work could ever have been
controversial; nothing of its magnificence is left but trivial, formless, uninspired music of
emphatic gesture…. This simply proves that sound is nothing but an adjunct to music, and it
perishes as soon as the music itself is no longer viable.28
Gál seems to have not cared for the music of Liszt. He does acknowledge that the virtuoso
works of Liszt are still performed, but he appears to think little of him as a substantive composer.
Gál brings up Liszt and the other modernist composers to discuss the context in which Brahms
lived. In spite of Brahms’s great genius built on the foundation of hundreds of years of tradition,
many of his contemporaries dismissed him simply because he did not conform to popular
fashion. For Gál, Liszt symbolized this zeitgeist that emphasized fashion over tradition and
drama over technique.
This commentary by Gál offers some of his own personal insights into music. He
believed that Brahms’s frustration with the Wagnerian party—and to an extent Wagner
himself—was rooted in the fact that these other composers, critics, and musicians gave in to a
view of music that was ultimately baseless. Gál, who viewed himself as continuing the tradition
of Brahms as much as Brahms viewed himself as continuing the tradition of Beethoven, no doubt
felt justified in not giving in to the zeitgeist of his own time. Although he never seems to have
had the same animosity with his contemporaries that Brahms had with his, Gál nevertheless was
very much like Brahms in that he was a traditionalist in a musical culture dominated by
progressive ideas.
Gál never makes his criticism personal in his writing, but he does make his opinions clear
throughout. When commenting about feedback Brahms had received for a work, Gál writes,
It proves the contrary of what lately has become, as a result of so many contemporary
misjudgments, almost accepted dogma: that music, as long as it is new, must necessarily
sound chaotic. One can see that on a receptive and talented listener—no one denies that
untalented ones exist—Brahms’s music had precisely the same effect when first performed
28
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that it has on a congenial listener of today, eighty years later, and that the overwhelmingly
rich humanity expressed in his music was the principal element felt in it by his own
contemporaries.29
During the writing of Johannes Brahms in 1961, Gál rejected the then fashionable idea that new
music was by necessity incomprehensible to the listener. Gál believed that music needed to be
more than simply “new,” that it needed values: in Brahms’s case, the music had a deep and rich
understanding of humanity. From Gál’s perspective, Liszt and his contemporaries had lost sight
of this fact, abandoning musical values in favor of a philosophy that ultimately would lead
nowhere. Gál clearly shared Brahms’s view of Liszt, in that Brahms “recognized that Liszt’s
path of poetic ecstasy and surrender to emotions could not lead him anywhere.”30
Likewise, Gál seemed to believe that the progressives of the early twentieth century were
in error to an equal degree. He certainly recognized the skill of his contemporaries, but he was
uninterested in pursuing the same goals, and he felt that his ideas about music were superior in
some way or other. However, Gál does not seem to have believed that he was truly in
competition with the progressives. When asked how he felt his music was received by his
contemporaries of the Second Viennese School, Gál replied, “I don’t think I was ever conscious
of conforming to anything. I wrote the music that came to me spontaneously. I had made music
from my childhood.”31
Certainly Gál was a far more even-tempered person than Brahms. He was well-regarded
for his tact in dealing with others. As noted about, his friend Walter Kellermann reminisced
years later that “[Gál] had a very sharp mind and would speak his mind with utter sincerity and
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yet with his great tact would not offend.”32 Gál also cooperated with his contemporaries
regardless of their musical views. Gál and Alban Berg worked together on the directorate of the
Allgemeiner Deutscher Musikverein (German Music society, ADMV) beginning in the 1920s
and continuing until 1933. As noted above, Gál’s daughter wrote of this relationship that “it is
remarkable, and a testimony to the integrity of both, that in spite of their radically different
conceptions of music, they almost always agreed on their assessment of the originality and
musical competence of the works.”33
Gál’s work with the ADMV seems to point to his understanding of his own position in
German musical life. Gál was comfortable being the conservative voice in a world dominated by
progressives. When asked if he ever had a sense of conflict with the more radical composers,
Gál replied, “No. These things came later. When broadcasting became such a widely spread
activity, there was room for everything in it.”34 Gál seems to have been unconcerned as long as
he had opportunities available for his own music.
By contrast, Brahms never felt comfortable with his position amidst a sea of modernism,
and was troubled by the thought that music might inevitably be moving in what he considered
the wrong direction. Gál writes of Brahms,
What he resented even more than Liszt’s music was his influence on the younger generation
of progressive musicians. It is not easy to give the layman an idea of the things which were
at stake—of the esthetic principles to which the progressive segment of the musical world
subscribed a hundred years ago. How some of the artistic doctrines of our time will appear a
hundred years hence, remains to be seen. A certain distance is necessary for seeing things in
their proper perspective.35
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Gál certainly believed that the arguments of Liszt ultimately failed, judging from the general lack
of interest not only in the music of Liszt, but also in the music of his followers. To Brahms, it
must have seemed as if an entire generation of composers were lost to what he felt were foolish
ideas. When speaking of Brahms’s interactions with younger composers, Gál writes that
By that time, past his sixtieth year and increasingly withdrawn, Brahms was already hard to
approach and deeply disturbed by the direction in which music had developed…. Brahms,
talking of the inevitable decline of music, said that he was probably the last one who was still
fully conscious of musical integrity.36
Brahms lacked the perspective that Gál had learned from the decades following Brahms’s
death. Gál had seen the music of Liszt and his followers fall out of fashion, with only the genius
of Wagner truly standing the test of time. This is perhaps why Gál says that a certain distance is
needed to judge such things. The musical ideas that Brahms was so opposed to37 diminished into
obscurity, while at the same time the music of Brahms has become universally accepted as works
of greatness.
With the perspective that he then possessed regarding his own musical heritage, Gál most
likely did not feel as threatened by the progressives as Brahms did. He no doubt was content to
allow history to sort out the various disagreements in theory and practice, and so could be secure
in the knowledge that whatever proved enduring from the progressives of the early twentieth
century would be added to the field of music, and that that which did not endure would be
forgotten.
This is not at all to say that Gál placed himself on the same pillar as Brahms. In fact he
writes that, “Brahms has maintained his place as the ‘last classical composer,’ for no one has yet
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come to replace him.”38 Gál, who was always modest about his music, seems to have judged
himself a competent composer, but by no means a great one. Although he considered himself an
heir to the legacy of Brahms, he did not consider himself a genius of the same level by any
means.
In general, then, Gál seems to have identified a great deal with Brahms’s position in the
musical world, but lacked both the rudeness and greatness of Brahms that made him such a
polarizing figure. Philosophically, Gál and Brahms shared much in common, viewing their
music as a continuation of hundreds of years of tradition rather than as anything revolutionary.
Both composers, of course, sought originality in their work and certainly made use of elements
their predecessors would not have, and likewise both of them looked to previous eras of music
such as the Renaissance and Baroque for inspiration.
Gál’s music bears a number of similarities to that of Brahms, although to what extent this
is due to Gál’s admiration of the older composer is less clear. Gál’s conservatism meant that his
music was always going to bear similarity because of their common musical heritage—that of
the other great Germanic composers.
However, the similarities go somewhat deeper than this. Like Brahms, Gál was very
much concerned with form. His catalogue is filled with the words “sonata,” “symphony,”
“suite,” “variations,” and other words that imply form. A glance at the scores reveals that this is
indeed the case: Gál closely follows formal concepts in much the same fashion that Brahms did.
Like Brahms, Gál was not afraid to tamper with the usual guidelines for these forms, but he
always adhered to the spirit of the form.
Likewise, both composers wrote numerous songs and choral works. Gál succeeded at
opera where Brahms had not tried, but Gál believed that this would not have been the case had
38
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the visage of Wagner not been so imposing during Brahms’s lifetime. Although Brahms felt that
it was something he was capable of, the direct conflict with Wagner made him hesitant,
according to Gál. “It is understandable that anyone not versed in the intricacies of the theatre
will not carelessly plunge into the adventure of writing an opera. Brahms was already too big: he
had—quite aside from his time—too much to lose.”39
Brahms and Gál both liked to borrow themes and ideas from other composers, the most
obvious cases being Brahms’s Variations on a Theme by Haydn and Gál’s Improvisation,
Variations and Finale on a Theme by Mozart. They also both experimented with musical ideas
from other cultures, particularly Hungarian music. Brahms’s usage of Hungarian music has been
well documented, but Gál, himself being of Hungarian heritage, often incorporated Hungarian
themes and concepts. Gál also was very aware of and liked to make use of the music of other
foreign cultures. This will be discussed in more detail below in the analysis of Gál’s Suite for
Violoncello Solo. In it he makes use of ideas not only from Hungarian music, but also from
Turkish and British music.
Gál composed tonal music throughout his career, eschewing the growing trend of
atonality. He notes that Brahms, although a tonal composer, took tonality further than his
predecessors, stating for example that, “he went further than [Schubert] in the extension of his
harmonic sphere and in his inimitable art of using the polyphonic web as the drawing outline to
the painting of his harmony.”40 Gál, although always tonal in principle, does not shy away from
extending the boundaries of tonal possibility, often making use of dissonances and progressions
that Brahms may not have made use of—at least not very often.
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For this reason, Gál’s harmonies owe something to his two more immediate predecessors,
Gustav Mahler and Richard Strauss. Gál never indicates any direct connection to these
composers, but they are also the descendents of the musical scene dominated by Brahms and
Wagner. Gál seems to have been more influenced by Brahms’s classicism than Mahler or
Strauss had been, but nonetheless all three composers were greatly influenced by the music of
the two mid-century giants. There were of course important differences. Mahler was a far more
expansive symphonist than Gál, who tended to shy away from the grandiose. Gál also disliked
programme music, and never composed anything like the symphonic poems that Strauss wrote.
Richard Wagner
Wagner is a complicated figure in the history of music for numerous reasons, as he was
for Gál personally. Wagner’s music was some of the very first Gál was exposed to as a youth.
His daughter mentions a letter in which he writes that when first exposed to opera and the
concert hall he “went through a violent fit of Wagnerism, as if it had been measles.”41 Gál’s
early vocal works and operas show a great deal of influence from Wagner in terms of both
harmony and construction, and the greatness and genius of Wagner as a composer was an
unquestionable fact for him. However, Wagner’s anti-Semitism—and the subsequent influence
of it on the events of Gál’s own life—meant that Wagner never seemed to have the same
personal identification to him that Brahms had.
Gál wrote a book about Wagner and his music, much as he did for Brahms, titled simply
Richard Wagner. Lacking the personal connection with Wagner, and perhaps not wanting to
over-involve his personal feelings, Gál makes personal comments far less often in this volume
than in his work on Brahms. In his introduction to the book, Gál writes that
41
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Both as a personality and as an artist Wagner poses a problem of the most fantastic
contradictions, and every estimation of his character must of necessity be out of kilter unless
it is based on profound understanding of the tremendous scale of his achievement. But only
nowadays, over the span of virtually a century, is it possible to judge his artistic defects, an
assessment which must be based on a broad overall view and not belittling the positive
elements of his work. This book is an attempt, in brief and terse terms, to come to grips with
the man and the artist, with his problems, his contradictions, his absurdities, in as objective a
manner as possible. For many a long year Wagner has been a god for some, an object of
revulsion for others. There are valid reasons for both attitudes, but the real truth lies much
deeper and is much more complicated than may appear to the superficial or prejudiced
beholder.42
Gál believed that Brahms, whatever his personality faults were, was ultimately someone
who genuinely cared for others, and cited numerous examples of this. Gál even believed that
Brahms’s generosity and love of others was at the root of the greatness of his music. In many
ways, Gál must have identified with this, desiring himself to possess the same compassion for
humanity as Brahms. Wagner, on the other hand, was much more difficult for Gál to explain.
Considering Wagner’s personality, Gál wrote:
The whole course of Wagner’s life was of a fantastic individuality, characterized by the
fusion within one person of two utterly disparate and unusual talents raised to their highest
potential: the tremendous impetus and the invincible, outwardly-directed energy of the great
statesman, politician or reformer, coupled with the ability of the immortal artist to
concentrate completely and solely, with utter devotion and total lack of concern for all
external circumstances, on the work he is creating.43
Gál always seemed to use a great many adjectives in describing the person of Wagner. It was as
if he was a giant in the mind of Gál, too big to describe with only a few words. In any case, Gál
believed that these two aspects of Wagner gave rise to both his greatness and his egotistical
churlishness.
These two manifestations of Wagner’s nature may appear to be incompatible, but they had a
common root: an incredibly strong, instinctive desire to dominate…. On the one hand they
led to an artistic perfection, to the achievement of the highest attainments of which his talent
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was capable—and on the other to his uninhibited exploitation of every imaginable advantage
in the fight for his bare existence.44
As with Brahms, Gál did not believe that Wagner’s personality could be separated from
his music—no matter how preferable an arrangement that might be. “A lot of nonsense is talked
by those who want to separate the man from the artist. They are both one single individual, for
they think, they feel, they act as an entity.”45 Again we see that Gál believed firmly that the
essential elements of an artist’s character were inseparable from his or her art.
Gál believed that it was from this character that Wagner’s anti-Semitism arose, and he
seems to have believed that at least initially it was only aimed at those whom he deemed a threat
to his position. When describing Wagner’s critics, Gál writes about Wagner’s response:
Wagner himself ascribed the hostility of the press to another cause, namely his pamphlet Das
Judentum in der Musik (Judaism in Music), but t he reason for his attitude probably had its
root in the same bad conscience which prevented him from signing this treatise with his own
name when he published it in 1850. In principle it is an attack on the two most famous and
influential musicians of his time, [Felix] Mendelssohn and [Giacomo] Meyerbeer, whom in
this simple manner he brings down to a common denominator—although he himself admits
that they had little in common. If one takes into consideration that Wagner, never and under
no circumstances, would give any of his contemporaries their due, be it as a composer or as a
poet… it seems quite likely that, perhaps only subconsciously, he was egged on by the
chance of putting two such dangerous rival hors de combat with one single blow.46
Gál’s words seem almost an apology for Wagner’s behavior, but Gál does not excuse Wagner.
“With this pamphlet, and long before Treitschke,47 Wagner became the father of cultural antiSemitism.”48
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Gál believed that Wagner only began using anti-Semitic rhetoric because he felt
threatened by two Jews, Mendelssohn and Meyerbeer, and saw it as a convenient way of lashing
out at both. As Gál noted above, a combination of ego and a desire to survive at any cost drove
Wagner to this morally reprehensible decision. “The reasons which he propounds are pretext
which have only one purpose: to prove a preconceived idea, in this case that a Jew is of alien
origin—and consequently incapable of making European or German culture.”49
As Gál had noted, Wagner’s absence of inhibition meant that Wagner saw nothing wrong
with what he had done. Furthermore, Gál believed that the reaction Wagner garnered actually
spurred him to further anti-Semitism.
It is difficult to escape the impression that Wagner’s later and ever more ruthlessly
accentuated anti-Semitism only gained fresh fuel from the sensational impact which this
pamphlet had, and that action and reaction caused an ever-increasing intensity of this
attitude.50
Wagner, it seemed to Gál, simply could not help himself. His desire to attack his critics and
secure his own position caused him to attack the Jews, and the reaction he received only
encouraged him to further viciousness. “Be this as it may, he tended to see a Jew in every
critic—for example Hanslick, who was not Jewish—and to suspect every Jew of stirring up the
press against him, for instance, Meyerbeer.”51
In spite of this, Gál believed that Wagner would have been incapable of the music he had
written without the lengths to which his character drove him. Wagner’s sense of drama
demonstrated this to Gál, who wrote that “Wagner’s innate dramatic talent is incredible, and in
the realm of opera this talent can be considered unique. It must be admitted that even the
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greatest masters of opera… sometimes made apparently inevitable errors.”52 Gál attributes this
to Wagner’s literary education, but also to his uncompromising attitude toward creating the
drama he desired in his opera.
Gál felt that Der fliegende Holländer was the first true breakthrough for Wagner as a
dramatist. While his previous works certainly included elements that would eventually be
essential to his operatic style, Gál was convinced that this particular work was the first time
Wagner was able to weave the complex musical tapestry for which he became so well known.
Gál writes that events of Wagner’s personal life helped drive him toward this by bringing out his
innate character.
It was the reaction of his creative urge after the difficult experiences of the last few years,
which had had a cumulative effect. The escape from Riga, the peril at sea, the misery in
Paris, the humiliation in debtors’ prison—all these impressions coalesced into a trauma
which, as had been mentioned before, influenced his spiritual life forever, just as at that time
unenvisaged creative forces which had been slumbering within him were suddenly liberated.
Der fliegende Holländer is not an invention, but something which has been experienced. The
most gripping reality of this work is the reality of its utterance. The storm which whips up
the music is not a stage effect. The Norwegian seamen, the spinning room, the ghost ship are
facts which have been seen, have been felt, are real. And in the character of the Dutchman,
longing for salvation, there is so much of Wagner himself, that restless, homeless wanderer,
just as in many of his heroes we can find traces of a self-portrait.53
Gál believed that Wagner’s struggles helped him break free of his musical inhibitions, allowing
him to express his drama purely in musical form. Gál is not, as noted above, attributing the
opera to these experiences as a direct inspiration, but rather as events that helped Wagner to
more fully express his own musical identity.
Gál was also fascinated by Wagner’s desire to liberate his work from formalism. Gál
believed that Lohengrin was the work in which Wagner first achieved this. “This liberation from
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the conventional custom of individual ‘numbers’ is an essential ingredient of his concept of a
new operatic style and the prerequisite for a structural manner which puts the aims of drama
above those of music.”54
Gál obviously disagreed with applying this concept to concert music, and seems to agree
with Brahms who said that “one cannot do a greater disservice to Wagner than by bringing his
music into a concert hall.”55 Gál, however, was also a dramatic composer who was very aware
of Wagner’s contributions to opera, and he was continually amazed by Wagner’s achievements
in this area. Likewise, Gál—like Brahms—found little substance in the theories that Wagner
claimed as underpinning to his music. Gál writes of Wagner’s theory of Gesamtkunstwerk that
“Wagner’s concept is based on a convenient neglect of all the presuppositions of development in
new music and literature.”56 Gál was convinced that Wagner manufactured the theory to justify
his departures from tradition, writing that “these theories were of vital necessity to Wagner
because they strengthened him in the unshakable belief in his mission, that belief which moved
mountains.”57 Gál also points out that when circumstances demanded it, “[Wagner] was quite
prepared to forget about his doctrines.”58
What did Gál take as a composer from Wagner? Certainly aspects of Wagner’s music are
present in his works. Early works of Gál, such as his Vom Bäumlein, das andere Blätter hat
gewollt (The Tree That Wanted Different Leaves), have textures that are very similar to those of
Wagner. Wagner also substantially influenced Gál’s operas, as Gál felt strongly that Wagner had
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changed opera too much as a genre for him to be ignored. Gál’s operas are unfortunately no
longer performed, and only a few, recordings of small selections are available. These works
were very popular throughout the German-speaking world when they were written, and it can be
hoped that interest in them will be renewed as recognition of Gál’s music becomes more
widespread.
Franz Schubert
One more composer who should be mentioned in relation to Gál is Schubert. Gál’s
melodies have been described as Schubert-like by not only his daughter,59 but also Michael
Beckerman, who writes that “Gál, like Schubert, puts his best self into all his compositions, and
like Schubert, Gál has a distinctly Biedermeier side.”60
Gál wrote a book on Schubert titled Franz Schubert and the Essence of Melody. Gál says
of Schubert that, “Of all the great composers it is he whose tunes have attained widest popularity,
because they so directly seize the imagination.”61 Gál felt that Schubert was treated rather
unfairly during both his lifetime and the following century, saying of critics that “they
characterize a situation in which their delight in Schubert’s music is confronted with an obstinate
refusal to take him seriously.”62
Gál beings with a wide view of music as he addresses this criticism of Schubert, writing
that “there has never been a period in history when melody was not the essence of what people
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considered to be music.”63 He continues with an interesting comment about the history of
melody.
At all times and in all cultural periods [melody] has had its own specific forms of expression,
and they have left their traces behind like geological deposits in rock. Music could never
have become a highly developed art, had it not arrived at the subtlest means of expression
over and above that primary phenomenon,64 but melody has always offered to music… an
unshakable foundation from which it could gather strength.65
Gál uses this as a means to describe changes in music through history. “The history of music
shows a certain periodicity. Again and again there has been highly developed technical
sophistication, followed by reaction against such sophistication, with an endeavor to return to the
primary element, melody.”66
This, of course, is in line with Gál’s other writings. He did not see music as a continual
evolution, as his contemporaries sometimes did, but as a cycle of sophistication followed by
simplification. These cycles contributed to an overall body of musical knowledge that future
composers could explore and make use of, adding to it new ideas and continuing the cycle.
Of melody itself, Gál felt that it was not something that could be taught, “For melody is
the very essence of invention, of the creative act, and if this is lacking, no theory well help.”67
Melody came to Schubert very easily, wrote Gál, and this is immediately apparent in his music.
“It is already noticeable in his first symphonies wherever melody comes directly to the fore, in
the second subject of an allegro, an idyllic andante or allegretto movements.”68 Gál criticizes his
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early work somewhat, writing that “the young composer had not yet learnt to wait for inspiration
which was worth writing down.”69 Nonetheless, Gál notes, even these immature works have
received appreciation from modern audiences.
Schubert was, according to Gál, a natural lyricist—meaning that he had a very intuitive
grasp of how to set text in a clear manner—and this was highly influential in his musical choices.
He compares Schubert to Gioachino Rossini in this respect, since as lyricists of roughly
contemporary status they faced a similar problem. It was still the style at the beginning of the
nineteenth century for vocalists to add improvised ornamentation to the notes the composer had
written. This pleased singers and audiences, but composers, Gál observes, were sometimes put
off by the changes to the music they had carefully crafted. Rossini dealt with this problem, Gál
summarizes,70 by essentially writing the ornamentations into the music himself: “His passagework was rich enough to make any unwelcome addition redundant, and thus offered his singers
incomparable material with which to show off their virtuosity.”71
Gál felt that Schubert on the other hand disliked the entire concept of unnecessary
ornamentation.
It is undeniable that the vocal coloratura, which like any virtuoso technique had its own
appeal, destroys the intimate connection between the words and the musical phrase.
Coloratura melody becomes solfeggio; it can be melodically attractive but the words are now
no more than meaningless syllables. One can understand that this was completely contrary to
Schubert’s natural urge for expression.72

69

Ibid.

70

The issue is somewhat more complicated than this, but Gál seems to have desired not to spend an
inordinate amount of time discussing a different composer. Gál was a product of his time, and although it is now
known that his assumption was somewhat incorrect, his views were in line with scholarship at the time.
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Gál, displaying his vast knowledge of music history, writes that this had been a growing
problem for composers for some time, pointing out that the clavichord and harpsichord, key
instruments in the eighteenth century, necessitated ornamentations to make up for the lack of
sustained sound, and he believed that this had a profound impact on musicianship and
composition throughout that century. However, according to Gál, composers such as C.P.E.
Bach disliked the liberties taken with their music, and Gál believed that the classical style was
somewhat a reaction to this problem. “Here ornamentation is certainly very moderate, compared
to vocal style in opera,”73 but nonetheless Gál believed some level of embellishment being added
by the performer to be an essential part of the music.74 “A Haydn or Mozart adagio is rarely
without embellishments, and this can in fact be regarded as a general and important feature of
late eighteenth-century style.”75
However, according to Gál, Beethoven had brought change to this practice with “large,
broadly-phrased melody…. Renouncing florid ornamentations, he achieves profound
expressiveness of his adagios with broad, nobly-shaped melodies.”76 And Gál believed that
Schubert had reached for the same ideal in a different fashion. “Like [Beethoven], Schubert
found out in his own way how to model an unadorned melody, to let it make its impression
solely through its shapely proportions and natural curves.”77
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One wonders if Gál would have been at the forefront of the performance practice movement had he been
born sometime in the mid twentieth century. He constantly makes reference to his knowledge of these practices that
only have become common for orchestral musicians in the past twenty-five years.
75

Gál, Franz Schubert, 52.

76

Ibid.

77

Ibid.

76

Gál writes of Schubert that in his music, “we notice three essential features in which he
seems superior to even the greatest melodists: the relaxed breadth of phrasing, that variety of
rhythmical impulses, and the inexhaustibility of new inventions at every turn of the way.”78 Gál
cites as an example of all three of these qualities the melody from the lied Du bist die Ruh,
especially the evolution of the melody throughout the song.
Gál also points to “a gracefulness of contour which has rarely been equaled,”79 noting the
second theme from Schubert’s Unfinished Symphony as an example of this. However, the
symphonic form raised questions for Schubert, as his melodies were so song-like. “This makes
these inventions so wonderfully expressive,” wrote Gál, “but on the other hand it makes their
symphonic treatment extraordinarily difficult…. It does not demand, nor does it readily submit
to, thematic development.”80
This, of course, was a constant problem for symphonic composers during the nineteenth
century. Changes in taste that were brought about by this rebellion against unnecessary
ornamentation in favor of lyrical clarity spread to all musical forms. These longer, more
interesting melodies of romantic music did not lend themselves to the kind of development
embodied in Haydn’s or Beethoven’s music—whose melodies were typically based on very
short, easily transformed ideas. Writing a symphony during the nineteenth century meant having
to address this problem, which composers did with varying degrees of success.
For Gál however, this was also a personal problem. His music, which was very rooted in
the practice of the nineteenth century, faced the same challenge as a result of his own love of
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melody. Gál admired Schubert’s commitment to melody and his willingness to face the
challenges it entailed.
Melody was for Schubert the highest, most consummate achievement, and this can be seen
clearest when he writes variations…. The contrast between him and his contemporary
Beethoven becomes most evident. For Beethoven the aim of variation is to transform the
theme into a different entity, something new and unexpected…. He objectifies the theme,
turning it into an impersonal framework, as it were, on which to build new and different
inventions. And Brahms, who followed his lead when writing variations, preferred themes
by other composers… he could treat them with more detached objectivity. With Schubert,
who liked to write variations on his own song tunes, the theme only becomes still more
intense in its original expressiveness.81
In a number of ways, Gál felt that this made Schubert superior to Liszt and the
progressive school, with Schubert achieving “musical poetry” in a far more satisfying way.
Referring to the “Trout” Quintet and the “Death and the Maiden Quartet.”
In both works it is a middle movement in which a song tune is featured as a theme with
variations. And in both cases the song concerned had given its imprint to the whole work,
not in a thematic but in a poetic sense, as an emotional background. It would be ludicrous to
think in terms of programme music in such a case: it is nothing of the kind, as there is no
attempt whatever to depict anything extra-musical. Schubert, the lyricist, is infused with the
expressive atmosphere of the poem he has set, and out of which his music has arisen; this
intense feeling permeates the whole work; the poem has inspired it without any conscious
intention on the part of the composer. More than any of the great masters Schubert was a
tone poet.82
As is seen throughout his writings on great composers, Gál greatly valued emotional and
artistic authenticity in music. Gál’s dislike for the programme music of the nineteenth century
stemmed from the fact that he felt it was artificial in nature, that composers were subjecting
music to principles that were not musical in nature, forcing the final result to suffer. When
commenting upon the programme for a symphony written by Joachim Raff,83 Gál opined:
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Raff had worked as an assistant for Liszt and was musically aligned with him.
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The absurdity does not consist so much in the writing of music for this type of program but
rather in the unshakable doctrine that one cannot and must not make music but with such a
subject tailored for the purpose if one wishes to be taken seriously as an artist and that, with
the emphasis placed on the subject, the musical substance becomes secondary.84
In contrast, Gál’s love of Brahms includes not just his aesthetic, but also Brahms’s
“genuine humanity,” even to the point that Gál recognized this in Brahms’s personal coarseness.
Likewise, Gál loved Wagner’s music in spite of theories that Gál thought were absurd because of
Wagner’s ability to put so much of his own self so earnestly into his music. This is the same
quality he recognizes in Schubert’s melody, and is a quality that he aspired to in his own
compositions.
Gál’s music never pursued the grandiose heights of his near-contemporaries such as
Mahler, Strauss, or even the neo-classical Prokofiev. The latter two certainly had a grasp for
more humble subjects themselves, but it is impossible to imagine Gál writing works such as
Strauss’s Eine Alpensinfonie, or Prokofiev’s Symphony no. 5. Gál did compose full operas, but
these were described as comic works that avoid outright farce rather than as intensive, serious
works.85 Gál does create grand orchestral moments, such as in his cello concerto, but these never
override a more general humbleness and personal focus that permeates all of his music. In this
way the character of Gál can be seen coming through in his music: his humility, his honesty, his
love of the past, and his intensely analytical mind that nonetheless loved a good tune.
As Gál could see in the music of Brahms, Wagner, and Schubert the character of the
composer, so one can see Gál’s character in all of his work. “Neo-classical” or “neo-romantic”
are both unfit titles for Gál’s music, which was not consciously trying to replicate a bygone era.
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As far as Gál was concerned, he was merely continuing the practices of his musical ancestors.
He wrote tonal music because the composers he grew up admiring had done so. He wrote formal
music because he saw from the past what a valuable element it was. He wrote imaginative
melodies because he had loved such things as a child.
Gál sought to continue, not to copy the great music that came before him. When asked if
he ever felt that his early compositions resembled those of Brahms or Max Reger, Gál replied,
“No, as to the identity of my music, I have always remained self-confident!”86 And indeed,
while Gál’s music may on occasion have some similarities with that of the composers whose
music he loved, he does have a distinct voice of his own. Furthermore, Gál was not blind to the
changing world of music around him. He could be much more comfortable with dissonance than
those before him, occasionally leading to a neo-classical type of sound. He loved to write in the
old forms, but he allowed new ideas to influence the possibilities of these forms.
Gál’s Suite for Violoncello Solo will be used to explore the specifics of his composition
in more detail, but a more-encompassing look at Gál’s works deserves to be done. His output
was very broad, varied, and full of unexpected turns and surprises. As awareness of Gál and his
music grows in the 21st century, it can be hoped that these works will experience revival, giving
recognition to Gál’s unique perspective.
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CHAPTER FOUR
INTRODUZIONE AND FUGHETTA: A HUNGARIAN TAKE ON BACH
Prelude and Fugue
Hans Gál’s Suite for Violoncello Solo, op. 109b, was written in 1982 and was his final
work for the cello; being one of his last published works. Gál dedicated the work to his
grandson, Simon Fox-Gál,1 who was studying cello at the time.2 The suite is published with
Gál’s Sonata for Violoncello Solo together as opus 109.
As always, Gál seems influenced by both the archaic and the modern in this work. The
four movements of the suite pay homage to both Baroque and modern concepts of the suite:
Introduzione and Fughetta, Alla marcia, Cavatina, and Rondino. The work is in C, beginning in
C minor and ending in C major.
This suite consists of an amalgamation of very different musical forms, practices, and
ideas that Gál skillfully puts together into a cohesive whole. In this way it lives up to the suite as
it was conceived of in the late Baroque, collecting music of different historical and cultural
origins and backgrounds together into one work. In spite of this use of material that was outside
of Gál’s usual compositional purview, his own musical personality is ultimately at the heart of
the work.
The first movement, Introduzione and Fughetta,3 is essentially a prelude and fugue,
divided into two separate sections that function independently of each other. The key of C minor
dominates both sections, and the movement is very reminiscent of Johann Sebastian Bach’s
1

Simon Fox-Gál now works as a producer and recording engineer. He has produced several recordings of
his grandfather’s music.
2

Vienna Symphonic Library; Hans Gál: Reviving Lost Masterpieces, last modified 2014, accessed
February 27, 2014, http://www.vsl.co.at/en/65/276/279/145.vsl.
3

It seems odd for someone as careful as Gál to use two Italian words in his title separated by the English
“and.” Perhaps this was an allusion to the multi-cultural nature of the work.
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Prelude from his Suite for Solo Cello no. 5 in C minor—which also utilizes the prelude and
fugue form. As the entire suite is like a homage to the Baroque suite, this movement in
particular is borrows several aspects of style from Bach, and adheres closely to his preferences in
form. However, Gál’s own character is present throughout, and is most apparent in his choice to
combine Bach’s form with music from Gál’s own ethnic homeland.
Gál incorporates into the prelude and fugue elements of traditional Hungarian music,
particularly the verbunkos, a type of dance that eventually gave rise to the better-known czardas.
The verbunkos would begin with a slow (lassú) dignified section before becoming a fast (friss)
wild dance in a second section.4 Likewise this movement has a similar structure; the
Introduzione being marked Grave, while the Fughetta is marked Allegro molto moderato.5
Gál combines these two unlike elements—Hungarian folk music and Bach’s prelude and
fugue—into an amalgamation that skillfully weaves the two together. Although these two
concepts seem as if they should be juxtaposed with each other, the resulting synthesis manages to
satisfy the purposes and traits of both musical traditions. This method will be used throughout
the suite, and the idea of combining unlike elements acts as an overriding theme of the work.
Introduzione
The Introduzione is in a rounded binary form having an outline of: A-B-1/2A, with a brief
extension at the end. Gál moves toward the subdominant in the B section, but like a Baroque
prelude and fugue, the primary purpose of the movement is to establish the key.
The movement begins with a strong rhythmic concept reminiscent of the Hungarian
verbunkos. Gál writes that the quarter note should be at 80 beats per minute, but this seems to
4

New Grove Online, s.v. “Verbunkos,” by Jonathan Bellman, accessed May 4, 2014,
www.oxfordmusiconline.com.
5

A somewhat unusual marking—perhaps implying an energetic but methodically moderate approach to the

beat.
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conflict with the concept of Grave, which is usually indicated as being 40 beats per minute or
less. This could be a subtle hint toward a kind of dual-nature in the pulse, implying that the
music could also be in 2, or perhaps that it changes somewhat frequently and the composer does
not wish to indicate this at every juncture. In any case, the opening is clearly closer to being in 2
than in 4.
Gál’s handling of traditional Hungarian music is not as stringent as that of his
contemporaries, Béla Bartók or Zoltán Kodály. Instead of trying to be strictly authentic to
Hungarian tradition, he allows other influences to shape his composition, even as he draws
inspiration from his ethnicity’s music. As with his musical idol, Johannes Brahms, Gál’s take on
Hungarian music is greatly influenced by both gypsy tradition and Western composers’ historical
understanding of such music.
Gypsy influence in Hungarian dance music such as the verbunkos was not unusual, owing
to the fact that gypsy musicians often provided the instruments at occasions when the dance was
performed.6 The dotted rhythm, called a parlando rhythm, from the Introduzione (Ex. 1) is a
characteristic of the Hungarian style,7 as seen in the piano part from Bartók’s trio Contrasts, I.
Verbunkos (Ex. 2).

Ex. 1. Hans Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 1–4, London: N.
Simrock, 1983, 1. Suite for Violoncello Op. 109B by Hans Gál © Copyright 1983 by N.
6

New Grove, “Verbunkos.”

7

Béla Bartók, Hungarian Folk Music, ed. Benjamin Suchoff, trans. M. D. Calocoressi (Albany, NY: State
University of New York Press, 1981), 14.
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Simrock GMBH International Copyright Secured. All Rights Reserved. Printed with
permission.

Ex. 2. Béla Bartók, Contrasts for Violin, Clarinet, and Pianoforte, I. Verbunkos, mm. 26–27,
piano part only, London: Boosey and Hawkes, 1942, accessed February 24, 2016,
http://imslp.eu/Files/imglnks/euimg/f/f2/IMSLP05196-Bartok__Contrasts_for_piano__violin_clarinet.pdf
The movement begins with a low-register eighth note followed by a dotted-quarter-note
chord in the upper register. This concept repeats as Gál outlines the opening harmony,
establishing firmly the key of C minor and the verbunkos character of the music.
The drone is also common in folk music throughout the region, and Gál emulates this
with the low pedal C. Brahms uses a similar effect in the bass line of his Hungarian Dance no. 1
(Ex. 3).

Ex. 3. Johannes Brahms, Hungarian Dance no. 1, mm. 1–4, ed. Eusebius Mandyczewski,
Leipzig: Breitkopf and Härtel, 1926, accessed February 24, 2016,
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http://burrito.whatbox.ca:15263/imglnks/usimg/5/51/IMSLP147156-PMLP16016Brahms_Werke_Band_12_Breitkopf_JB_49_Ungarische_Taenze_scan.pdf.
Long passages of parallel thirds and sixths are another characteristic of gypsy music8 that
Gál employs throughout the Introduzione, as seen above (see Ex. 1). It is used in other works
seeking to evoke the Hungarian or gypsy sound as well, such as Brahms’s Hungarian Dance no.
11 (Ex. 4).

Ex. 4. Johannes Brahms, Hungarian Dance no. 11, mm. 23–26, ed. Eusebius Mandyczewski,
Leipzig: Breitkopf and Härtel, 1926, accessed February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/5/51/IMSLP147156-PMLP16016Brahms_Werke_Band_12_Breitkopf_JB_49_Ungarische_Taenze_scan.pdf.
In spite of these Hungarian and gypsy qualities, Gál is also imitating a Baroque prelude.
The plain harmonic progression at the beginning is very reminiscent of the way that Bach
establishes the key in the preludes of his suites for solo cello.9 Gál begins the movement with
relatively simple harmonies, establishing C minor as the tonic key through frequent dominanttonic progressions (Ex. 5), in much the same fashion that Bach does in his own suite (Ex. 6).

8

Nancy Handrigan, “On the ‘Hungarian’ in Works of Brahms: A Critical Study” (master’s thesis,
McMaster University, 1995). In Open Access Dissertations and Theses, accessed May 4, 2014
http://digitalcommons.mcmaster.ca/cgi/viewcontent.cgi?article=7207&context=opendissertations 104.
9

And of course other preludes and forms of similar nature.

85

Ex. 5. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 1–4. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.

Ex. 6. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 5 in C minor, “Prelude,” mm.
1–3, at concert pitch, New York: Dover Publications, 1988, 23.
Labeling harmonies accurately in music for an instrument that can usually only play one
note at a time can be difficult. Gál manages to indicate harmonies in a variety of ways, such as
through the use of double-stops at the beginning of this movement, and other means that will be
discussed below. However, these means of expressing harmony and harmonic motion are
limited by a number of technical issues: the cello only has four strings, the strings are tuned in
fifths, and in most lower positions on the instrument the hand can only reach with ease a major
third. Furthermore, the composer needs to take into account the performer’s ability to maneuver
the instrument within the written rhythm. For this reason, some deduction is needed at times to
adequately describe the harmonic process a composer is using; he or she can usually express the
desired chords, but the inversion of the chord is often difficult or impossible to determine, and
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likely immaterial to the composer’s intentions. Inversions will be noted throughout the analysis
when they appear to be significant, or for clarity.
For Gál’s part, he seems content not to push the boundaries of tonal harmony beyond the
nineteenth century. This not only makes it easier to create a Bach-like work, but is also the norm
for Gál. He uses the V/V chord moving to i as a dominant function, which is a progression that
Gál will make frequent use of throughout the entire work. This usage of V/V is also true for
chords built on the supertonic, such as ii or the Neapolitan.
Gál continues the opening theme, eventually moving unexpectedly from V7 to vi/V in
measure 7, thwarting the resolution to i (Ex. 7).

Ex. 7. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 7–9. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The vi and V chords in the key of G at first seem to be leading into a modulation, but Gál
turns back to i, using the V/V as a dominant concept, before moving toward F minor in measure
8. Gál again makes use of plagal motion, cadencing from iv to i in measure 9.
Gál speeds up the harmonic rhythm beginning in measure 9 to increase tension (Ex. 8).
The increasing speed is also a characteristic of verbunkos.10

10

New Grove, “Verbunkos.”
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Ex. 8. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 10–16. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Instead of the eighth note drone of the opening theme, Gál switches to a more energetic
figure dotted-eighth-sixteenth note figure using the C octave. Measure 9 and 10 resemble the
beginning of the movement in harmony (see Ex. 5), serving to center the key through the
substitute dominant in measure 9 (see Ex. 7), and the vii chord. Measure 10 begins an extended
series of chords in first inversion, utilizing parallel sixth motion, with Gál maintaining the major
sixth interval between the double stops through this passage—which as noted above as a frequent
way of referencing Hungarian music. Gál begins to make use of a sliding chromatic progression
in measure 10. The B minor chord moves to C minor, then C-sharp minor, and finally to D in
measure 11. This can be analyzed as vii-i-vii/ii-ii in C minor, but Gál’s purpose seems to be the
linear chromatic motion between the chords, with each chord serving as a leading tone to the
next.
Gál appears to move from the ii chord then to a rootless minor v chord, resolving to i.
The next chord, however, is A-flat minor, which begins a new series of parallel chromatic
motion. Gál moves chromatically through this series except in measure 14, where he skips over
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what should be C-sharp or D-flat. Possibly this is because the Neapolitan should be a major
chord, which would require a minor sixth, necessitating a break in the parallel major sixths.
The music builds toward a climax in measure 19, lengthening the rhythm beginning in
measure 17 and drawing out the chromatic motion as the music slides toward F major in measure
19 (Ex. 9).

Ex. 9. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 17–19. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The series that began from A-flat in measure 12 comes to its conclusion in measure 17,
having moved chromatically through the octave. This final A-flat chord is marked fortissimo,
with Gál lengthening the note to a dotted quarter. Gál then moves down a fourth to the E-flat
minor chord in measure 18—using the D-natural as a leading tone—and moves up chromatically
to the first major chord since measure 9, ending the passage on IV.
Gál interrupts the slow dance with a sudden low F. He uses this as a transition by
moving down not only in register, but also moving downward chromatically from the supertonic
after measure 18 where he ascended chromatically. The low F turns out to be the third of the
Neapolitan chord in C minor, suggesting that the G-flat is the seventh of an A-flat seven chord,
or V7/N (Ex. 10).
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Ex. 10. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 19–24. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál moves back to C minor through the use of the Neapolitan, moving through it V7 and
then to C major—which would be a surprise—but this turns out to actually be V7/IV, which
resolves to IV. Coming from the Neapolitan, this implies a deceptive motion, as N-V ends up
moving to IV instead of i. Gál drops back down to G-flat, moving again toward the Neapolitan,
finally giving the entire V7/N before moving on to N-V-i.
The arpeggios form a contrasting section of quieter and more legato character, and this
constitutes the B section of the Introduzione. The music begins to build toward the highpoint of
tension in the movement at measure 26, increasing tension until the large C major chord in
measure 29. Gál increases the drama of the music by lengthening the rhythmic pattern again in
measures 26 and 27, before compressing it in measure 28. He also makes use of changes in
register to imitate multiple voices. Gál spreads the C major chord out over nearly an entire
measure, emphasizing it as a major arrival point at climax of the Introduzione (Ex. 11).
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Ex. 11. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 24–29. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál moves from i to iv, much as in measure 1 of the movement (see Ex. 5), but then
moves to ii and an extended cadential sequence. The ii chord moves to the minor v chord, but
the B-flat slides up to make it V. Gál briefly resolves to i, but the rhythm continues to drive the
music forward, first to V, then deceptively to iv. The plagal motion continues, with iv moving to
vii7/iv, but Gál uses the G-flat and D-flat as enharmonic equivalents of an F-sharp minor chord,
acting as vii of G. Gál then moves to the minor v7 to C major.
Gál uses a very interesting harmonic sequence to move back to C minor. The scale at the
end of measure 29 (Ex. 11) leads to E-flat, which begins descending thirds on the beats of
measure 30 (Ex. 12).

Ex. 12. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 30–31. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
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Measure 30 seems to be implying an F-sharp diminished minor arpeggio, or viiº7/V.
However, the last beat turns out unexpectedly to be F-natural, implying that the chord is a
dominant F7 that should move to B-flat. Gál moves down a half step to E-natural in measure 31
and moves down by thirds again, this time sounding as if it is viiº7/B-flat, with the E-natural
moving to E-flat on beat 2, and G-natural moving to G-flat on beat 4. Gál uses the A-diminished
chord to move back to C minor, making use of the E-flat and G-flat to imply the leading tones to
the third and fifth of the tonic chord.
Gál now arrives at the second A section, repeating the material from the beginning of the
movement (Ex. 13). The theme is identical, except that now there is a pedal on G instead of C.
This seems unusual, as the key is still clearly C minor, and the listener is not in doubt of the
home key. The G pedal seems intended to increase the dramatic tension ever so slightly, as well
as to allow the performer to more easily accomplish the fortissimo dynamic by facilitating string
changes.11

Ex. 13. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 32–33. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.

11

The G pedal can be played on the third string, as opposed to the C pedal that must be played on the fourth

string.
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This second A section continues in nearly identical manner to the first A section until
measure 40, where it ends at the cadence analogous to measure 9 (see Ex. 7), which begins an
extension to the final cadence (Ex. 14).

Ex. 14. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 40–44. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál follows an interesting harmonic progression, pivoting from C minor to C major,
which functions as IV/V, but also serves to preview the ending. Gál delays the dominant as long
as possible, moving from IV/V to N/V, and then to V7/V. The C to E-natural between measures
41 and 42 sounds as if Gál is moving back to IV/V—or possibly I—but this turns out to be vi7/V
moving to N/V. The cello climbs much higher in register than it has thus far in the music, and
this—coupled with the diminuendo and rallentando in measure 42—contributes to an unsettled
feeling, even after the A-flat resolves. The fermata on the G in measure 43 is a moment of great
tension until the V chord moves to the long E-natural in measure 44 that sounds like C major.
This pattern of moving to major at the end of a minor movement is something that Gál will
repeat in this work, however here the lack of a C on the final chord somewhat obscures the
effect. This is perhaps reminiscent of the Baroque Picardy third, which Bach often utilized in his
works.
The unsettledness of this ending serves the purpose of ending the Introduzione, but not
the movement. It’s not a strong conclusion, but enough of one that the prelude section feels
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finished. It also gives a sense of mystery, creating a sense of anticipation for what is to come
next.
Fughetta
The Fughetta section of the movement follows immediately. Gál indicates this section as
Allegro molto moderato in common time, although his metronome marking indicates a barely
quicker quarter note from the previous section, moving from quarter note at 80 to quarter note at
84. The change of the tempo marking is perhaps indicative of a change of musical character
more so than an actual change of speed, suggesting a more active impulse and indicating that the
quarter note is now the primary pulse. It also is suggestive of the second section being much
quicker, in much the same fashion as a verbunkos.12
The term Allegro molto moderato seems somewhat contradictory. Is “very moderately
fast” faster or slower than the more typical Allegro moderato marking? Schubert uses the
marking in his Impromptu, op. 90, no.1, as does Grieg for the first movement of his Piano
Concerto in A minor. In both cases, pianist seem to typically interpret this as being slightly
slower than Allegro moderato—a fact that Gál as a pianist would no doubt have been aware of.
Perhaps this helps to explain the rather odd metronome marking given by Gál.
Gál uses the fugue process as the primary idea of the movement, and does so in a way
reminiscent of how Bach might write a fugue. The fugue is in three voices, and consists of the
typical exposition followed by episodes. There is the hint of a form of some kind that is
indicated by a shift to 3/4 time, which constitutes a sort of B theme, being a radical reinterpretation of the subject material, that serves as an episode within the fugue. If the exposition
is considered an A section, this leads roughly to a form: A-A′-B-A-B′-A-Coda. This form and
the key structure is reminiscent of rondo form, as the music returns to the home key on three
12

New Grove, “Verbunkos.”
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different occasions (indicated as the A section). There are also elements of sonata form, as the B
section has the sense of development to it, but there is no great inter-relationship of resolution
between the keys of the various segments. In any case, the fugue exposition and subsequent
episodes are the defining characteristic of the Fughetta.
The fugue subject is very Bach-like, consisting of sixteenth notes and eighth notes in a
falling pattern; the two-sixteenths and eighth note pattern being the driving motive of the fugue
(Ex. 15). It bears a small resemblance to Bach’s C minor fugue from The Well-Tempered
Clavier, BWV 847 in both rhythm and contour (Ex. 16).

Ex. 15. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 45–46. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.

Ex. 16. Johann Sebastian Bach, The Well-Tempered Clavier, Fuga II. a 3 voci, mm. 1–3, ed.
Alfred Kreutz, Leipzig: Edition Peters, 1963, accessed February 24, 2016,
http://conquest.imslp.info/files/imglnks/usimg/9/9b/IMSLP411479-PMLP05948-bach-wtk-ur1.pdf.
The notes all come from the melodic minor scale of the key, with the sixth and seventh
step being raised when ascending, and lowered when descending. The only exception is the Fsharp in measure 2, which moves toward the dominant, but resolves in the next beat. The subject
is relatively easy to develop, as it uses all of the diatonic notes, and features a recognizable
motive—the two-sixteenths-eighth-note rhythm in stepwise motion—as well as measure 1
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working as a clear antecedent to the consequent of measure 2. This allows Gál a great deal of
flexibility in dividing the subject into various fragments. The motion of the subject is primarily
stepwise, but leaps give the theme a sense of motion.
The third beat of measure 46 features something similar to a verbunkos cadence. In the
verbunkos, cadences are often accomplished through the delay of a final resolution by adding the
leading tone and creating a turn around the tonic note, as seen below with this cadence to C (Ex.
17).13

Ex. 17. A typical cadence from a verbunkos, Nancy Handrigan, “On the ‘Hungarian’ in Works of
Brahms: A Critical Study” (master’s thesis, McMaster University, 1995). In Open Access
Dissertations and Theses, accessed May 4, 2014,
http://digitalcommons.mcmaster.ca/cgi/viewcontent.cgi?article=7207&context=opendissertations
104.
Gál does not write the same sort of cadence, but there is a resemblance in the motion, putting off
the tonic root through the use of the repeated supertonic, and it accomplishes a similar purpose of
delaying the conclusion of the resolution to C (see Ex. 15).
Brahms makes similar use of this idea in his Hungarian Dances. The stepwise motion of
the sixteenths and the inner repeated notes appear to be the primary feature he liked to reference,
such as in Hungarian Dance no. 3 (Ex. 18), or in Hungarian Dance no. 5 (Ex. 19). Note the
multiple ways in which Brahms leaves the figure.

13

Handrigan ”On the ‘Hungarian,’” 44.
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Ex. 18. Johannes Brahms, Hungarian Dance no. 3, mm. 9–13, ed. Eusebius Mandyczewski,
Leipzig: Breitkopf and Härtel, 1926, accessed February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/5/51/IMSLP147156-PMLP16016Brahms_Werke_Band_12_Breitkopf_JB_49_Ungarische_Taenze_scan.pdf.

Ex. 19. Johannes Brahms, Hungarian Dance no. 5, m. 15, ed. Eusebius Mandyczewski, Leipzig:
Breitkopf and Härtel, 1926, accessed February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/5/51/IMSLP147156-PMLP16016Brahms_Werke_Band_12_Breitkopf_JB_49_Ungarische_Taenze_scan.pdf.
Gál follows the standard procedure for the fugue’s exposition, moving on to the answer
in the key of G minor in measures 47 and 48. The answer is tonal rather than real, as Gál avoids
the C-sharp in measure 48. Gál uses double-stopping to simulate the polyphonic nature of the
fugue when the answer begins (Ex. 20).

Ex. 20. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 47–48. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
This frequent use of double-stopping is more characteristic of Bach’s solo works for
violin than for cello. Advancements in cello playing since Bach’s time made possible many
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techniques for the instrument that would have been thought of as impossible during the Baroque
period.
Gál then works his way back to C minor to give the final entrance of the subject in the
tonic key (Ex. 21).

Ex. 21 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 49–52. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The transitional material in measure 49 is first related to the subject motivically, and then
melodically as Gál moves back to the melodic minor scale. This third entry of the subject is on
the tonic, but an octave lower than the initial entrance in measure 45. Gál adds some indication
of the harmony this time, writing accompanimental notes above the subject theme. It is common
in a fugue, particularly those of Bach, for entrances of the subject or answer to be in different
registers of the instrument, giving the impression of differing voices.
A working out of the fugue then begins. Gál uses entrances of the subject interspersed
with more episodic material, much in the same way that Bach typically does in his fugues. An
episode from Bach’s C minor fugue from The Well-Tempered Clavier shows a method Bach
would typically use to write such passages. In this case, he uses sixteenths in the right hand to
play a scale, which was an accompanying figure from earlier in the fugue. In the left hand he
uses eighth notes from a different accompaniment figure (Ex. 22).
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Ex. 22 Johann Sebastian Bach, The Well-Tempered Clavier, Fuga II. a 3 voci, mm. 13–14, ed.
Alfred Kreutz, Leipzig: Edition Peters, 1963, accessed February 24, 2016,
http://conquest.imslp.info/files/imglnks/usimg/9/9b/IMSLP411479-PMLP05948-bach-wtk-ur1.pdf.
Since Gál is writing for solo cello, he cannot write episodes so elaborately. Bach solves
this problem in his own works for solo strings by simplifying the transitions either through
removing the moving sixteenth-notes or the implied bass lines of the eighth notes. In the fifth
cello suite, there is an example of Bach using sixteenths as an episode, implying a similar
technique to the one who used when writing for the piano. In this case the sixteenths come from
the subject originally (Ex. 23).

Ex. 23 Johann Sebastian Bach, Suite for Unaccompanied Cello no. 5 in C minor, “Prelude,” mm.
46–47, at concert pitch, New York: Dover Publications, 1988, 23.
Reducing the episode to only the bass line is another possibility, one that Bach uses in the fugue
from his Sonata no. 1 in G minor for Solo Violin. In this case he repeats eight notes over the
episode with harmonies from the passages using the subjects (Ex. 24).
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Ex. 24 Johann Sebastian Bach, Sonata no. 1 in G minor for Solo Violin, II. Fuga, mm. 31–32,
ed. Günter Haußwald, Kassel: Bärenreiter, 1958, accessed February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/4/45/IMSLP279900-PMLP04292-Bach__Sonatas_and_Partitas_-_Barenreiter.pdf.
Bach also uses motives from his fugue subjects as material for episodes, which Gál also
draws inspiration from. Here we see Bach using the motive of the subject of the C minor fugue
(see Ex. 16) as material for an episode, altering the intervals between the motives to move the
harmony (Ex. 25).

Ex. 25 Johann Sebastian Bach, The Well-Tempered Clavier, Fuga II. a 3 voci, mm. 5–6, ed.
Alfred Kreutz, Leipzig: Edition Peters, 1963, accessed February 24, 2016,
http://conquest.imslp.info/files/imglnks/usimg/9/9b/IMSLP411479-PMLP05948-bach-wtk-ur1.pdf.
Gál borrows this method for his episodes: in this case he inverts the first three notes of
the subject motive, leaves off the ornamentation of the fourth note, and on the fifth note moves
down an extra whole step to reach a different harmony (Ex. 26).
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Ex. 26 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 53–54. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The fugue subject is re-stated in full beginning in measure 57, this time in E-flat major
(Ex. 27).

Ex. 27 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 57–60. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál gives the first forte of the Fughetta, choosing the relative key for the most powerful subject
statement thus far. This seems to serve as the high point for the first section of the movement,
and Gál uses chords and double-stopping to help enhance the level of volume. Gál, however,
quickly moves back to piano in measure 59, re-stating the subject in full in A-flat major. The Eflat subject is transposed tonally, with Gál keeping the sixth and seventh steps the same in both
halves of the subject. E-flat then acts as V of A-flat major, leading into the next re-statement of
the subject. However, in the A-flat major subject Gál makes further adjustments, using an Anatural in the beginning of measure 59, while in preceding statements of the subject, this note has
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been in the key of the subject entry. Gál corrects this in the second half of the measure, moving
back to A-flat, but this creates a sense that the music might be moving somewhere new.
Likewise, the E-natural at the beginning of measure 60 should be the fifth of A-flat, E-flat.
A-flat major at first sounds as if it will be the dominant of D-fat major for another subject
entry, which would continue the progression of subject entries by fifth, but Gál begins to move
the music in a new direction (Ex. 28).

Ex. 28 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 61–64. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The subject begins on the dominant, but—as in the previous subject entry—what should be the
tonic note is raised a half step: what should be D-flat is D-natural. Unlike the A-flat major
subject, Gál does not correct back to D-flat in the second part of the measure. Instead, he adds
A-natural beginning in measure 62, and he uses E-natural in what should be the cadence on the
third beat of that measure. This seems to be indicating D minor, but Gál thwarts the resolution of
the cadence on the fourth beat, with the E-flat returning. This seems to imply G minor, with D
being perhaps the dominant, and the F-sharp in measure 63 seems to confirm this, as the D minor
chord becomes D major and moves toward G minor.
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Measure 64 begins a kind of extended episode that goes on for long enough that it could
perhaps be considered a contrasting section of the movement, referred to hereafter as the B
section. The meter becomes 3/4, and the thematic material changes from the very active fugal
material to a more harmonically and rhythmically relaxed concept lacking in strong motives. It
resembles material more appropriate for a prelude with its wandering harmonies and tentative
nature. This serves somewhat of a developmental function within the movement.
The fugue subject is referenced as well, with an inversion of the opening rhythmic motive
also appears in measures 65 and 67, and is alluded to in measure 70 (Ex. 29).

Ex. 29. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 65, 67, and 69. Suite
for Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
This section of 3/4 serves as a strong contrast with the previous material, fulfilling a
common trait throughout the suite: Gál uses very sharp contrasts between different sections
throughout the work, often with drastic departures in character. Although still clearly part of the
fugue, the change in character of the 3/4 and the use of less certain harmonic progressions
differentiates this as a separate section of the work.
Gál begins the episode in G minor, with the D major chord in measure 62 functioning as
V/G (Ex. 30).
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Ex. 30. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 63–71. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Measures 63 and 64 establish the thematic material for this section The upward eighth
note scale seems to recall the downward scale from the transitional material in measures 49–50
(see Ex. 21), while the sixteenth figure on the last beat of measure 64 resembles the pseudoverbunkos cadence from the fugue subject. G minor becomes G major seven in measure 64, but
Gál moves to E-flat minor seven instead, which seems to be iv7 of B-flat minor. Gál, however,
turns B-flat minor into iv of F minor, proceeding then to V of F minor.
C major continues in measure 72, adding the seventh of the chord before resolving to F
(Ex. 31).

Ex. 31. Gál, Suite for Solo Violoncello, I. Introduzione and Fughetta, mm. 72–74. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
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After finally reaching F minor, Gál moves to viiº7 in C minor, pivoting back toward the
home key. Gál then moves to a diminished third between A-flat an F-sharp to move to the
dominant chord, ending the B section and returning to the fugue subject.
The subject returns in the original key of C minor, again marked pianissimo, although
Gál now realizes the harmony by adding chords (Ex. 32).

Ex. 32. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 75–76. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The return of the subject implies to the listener a recapitulation of some kind, however,
Gál seems to have other intentions, and perhaps it is a false recapitulation. Instead of moving to
G to answer the subject, an answer is given in F minor, which is not unusual for the working out
(Ex. 33).
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Ex. 33 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm 77–80. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The answer in F minor matches the intervals of the subject perfectly, until it is interrupted
by a new subject at the end of measure 77. This subject at first seems to be in D-flat minor, but
as with the previous subject entrance on A-flat in the anacrusis to measure 61 (see Ex. 28), Gál
instead moves toward D diminished, which functions as iiº in C minor. This moves to V7 and
then i at the end of measure 78, but Gál then begins a series of descending chords in first
inversion, using the notes of the C minor scale as the roots. This pattern changes in measure 79,
where Gál moves down to D-flat major, which acts as the Neapolitan moving to V7 in measure
80.
As before, the entrance on A-flat signals a breakdown of sorts in the otherwise strict
pattern of the fugue. The entrance on A-flat not only fails to reach a D-flat tonic, but is also
interrupted itself, as the usually pattern of the subject falls apart beginning on beat 3 of measure
78. The anacrusis into measure 79 at first sounds as if it could be a new entrance on F minor, but
this turns into the descending series on the fugue subjects opening motive. The effect of this
passage is that of a stretto, accelerating the pace of the usually two measure subject: first by
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reducing it to one measure, then by distorting it into transitional material, and finally by reducing
it to just the opening motive.
The stretto ends on what turns out to be a Neapolitan chord in measure 80, which
transitions back into the 3/4 B section again in measure 81, moving to V7. The episode continues
in similar fashion to the previous one, but this time with differing harmonies (Ex. 34).

Ex. 34 Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm 81–88. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The return of the B section again features a very interesting harmonic progression. The
V7 chord seems to move to i in measure 83, but in measure 84 it becomes clear that this is
actually a C half-diminished seven chord, but the function never becomes clear, because Gál uses
the C and B-flat from the chord as V7/IV to move to F major. This begins a series of secondary
dominants, with F major functioning V7/vii, moving to v7/III, which in turn becomes V7/VI.
This again creates a developmental feeling, as the ultimate harmonic goal is unclear.
The music arrives at the VI chord, which progresses to vii7 and then finally back to i in C
minor, but Gál uses i as vii to reach D-flat major in measure 90. D-flat moves to B-flat minor in
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the next measure via third relation—creating even more harmonic uncertainty—but snaps back
to iiº in C minor at the beginning of measure 92, which quickly moves to V7 (Ex. 35).

Ex. 35. Gál, Suite or Violoncello Solo, I. Introduzione and Fughetta, mm. 89–93. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The iiº to V7 progression serves to re-establish C minor, and begins to transition out of the
B section. The ritardando aids in this, giving a stretched feeling to the dominant chord, which
moves briefly back to iiº before progressing to V7 and finally i in measure 93 as the fugue subject
returns in the home key.
Gál keeps the low open C-string pedal throughout the subject and subsequent answer in F
minor at measure 96 (Ex. 36).
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Ex. 36. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 94–96. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The purpose seems to be for this to be the grandest presentation of the fugue subject, serving as a
climax of the movement, in addition to a recapitulation of sorts.
As before, the subject entrance beginning on A-flat interrupts the sub-dominant answer,
but unlike the previous two subjects which then moved to D minor, D-flat major is finally made
use of (Ex. 37).

Ex. 37. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 97–99. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The D-flat could be suspected of being the Neapolitan, but it actually functions as the
flat-VI/IV as Gál turns back to the sub-dominant, using viiº7/V in F major as a substitute
dominant in measure 98. As in measure 78 (see Ex. 33), the entrance of the subject on A-flat
begins a stretto, this time with Gál compressing the descending sixths from measure 79 into
eighth notes. The music sounds as if it is beginning the B section again in measure 98, but this
instead leads into a brief coda of sorts
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Gál writes Andante, slowing the tempo, and becomes very specific about the articulation
markings. Measure 100 sounds as if it might be returning to the stretto, but sounds more wistful
than before, almost like a memory. One last grouping of eighth notes transitions to the final
subject at measure 102 (Ex. 38).

Ex. 38. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 100-101. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál moves to a half note G as the tempo continues to slow, which acts as the dominant,
and is held long enough to build a great deal of tension. As the music crescendos, the sound of a
rootless V/V chord is heard before finally resolving to a fortissimo C major chord (Ex. 39).

Ex. 39. Gál Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 103-104. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Ending on C major after spending so much of the movement in C minor seems somewhat
odd, especially since Gál ends the Introduzione in major, albeit more discreetly. This again
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could be an allusion to the Picardy third idea: ending a minor piece in major. It could also be an
indication of the overall structure of the suite, as the final movement features a home key of C
major.
Performing the Introduzione and Fughetta
From a performance standpoint the two sections of the first movement are essentially two
separate movements, each requiring vastly different techniques and approaches.
Although the movement is marked Grave, the quarter note is marked at a fairly brisk
80—it seems that Grave is more of a musical concept than a tempo marking, and some
consideration of feeling the Introduzione in 2 is warranted. The harmonic motion is the primary
point of interest for most of the movement, so the performer should call attention to it as much as
possible.
The unsettled character of the music comes not only from the harmony, but also the
eighth, dotted-quarter rhythm. The low C needs to ring as much as possible to imitate the kind of
drone effect from Hungarian music that Gál is asking for. The notes should be as connected as
possible while retaining the broad, ringing sound from earlier in the movement to keep the
reference to the verbunkos apparent.
On the second beat of measure 28 is the first of many grace notes in this work. Gál
seems to use these grace notes to indicate how certain chords are to be performed, in this case an
E-flat minor chord with the B-flat in the bass separated from the other two notes of the chord
(Ex. 40).

111

Ex. 40. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, m. 28. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Gál seems to do this to keep the music from being bogged down by the lower harmonies, a
common performance issue in the solo Bach works for strings. Care should be taken to
distinguish these sorts of figures from chords where all notes are written as being of equal value.
The descending dotted figures also evoke gypsy music, and should have a certain wild
quality to them. As always in this movement, the changes of harmonies, particularly since they
are on the extreme side, should be made apparent. Slight accents on the roots of the chords
should help with this (Ex. 41).

Ex. 41. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 30–31. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
The rallentando and decrescendo at measure 42 bring the Introduzione to a close. It
should sound more as if the music is ascending to something mysterious than dying away
completely. Beginning in measure 41 each grouping of eighth notes comprises a different
arpeggio, first D dominant seven, then E minor seven, and finally D-flat major. The phrasing
should emphasize these chord changes at the start of each arpeggio (Ex. 42).
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Ex. 42. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, mm. 40–44. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
Fermatas over the last two notes create a sense of mystery, and should be held for full
value in order to create the above discussed harmonic effects. Gál writes attacca to indicate that
the performer should immediately proceed to the Fughetta without pause. The Fughetta begins
on a two sixteenth anacrusis, so observing the unwritten eighth rest between sections is useful in
order to keep the sense of meter.
In spite of the faster marking, Gál indicates that the quarter note only speeds up to 84
beats per minute, meaning that the quarter note pulse is nearly identical. However, the rhythms
have now changed to include many eighth and sixteenth-note patterns, so it certainly sounds
faster, and the quarter note pulse now is much more prevalent than the half note pulse was in the
previous movement. Exploring a different approach to impulses in the music between the
Introduzione and the Fughetta would help to differentiate the two, and it should be noted that
Gál found metronome markings somewhat unreliable for getting across the musical character of
a piece.14
The initial subject involves a number of challenges common to all subsequent iterations
of the subject and answer. Gál marks all but three bow strokes as staccato, requiring an offstring (but even) bow stroke. Care should be taken to avoid the stroke becoming unpleasantly
short, as the intention seems to be for a Baroque sound. The notes in the theme with tenuto
14

Hans Gál, “The Right Tempo,” Monthly Musical Record 69 (July 1939): 174–7.
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markings provide a slight romantic tinge to the sound, and should be exploited vigorously in both
length and use of vibrato. Emphasis should be placed on the pseudo-verbunkos cadence at the
end of the subject theme to draw attention both to the unusual motion and the end of the phrase.
The brief transitional elements from measures 53–56 require Gál’s written slurs to be
broken in order to achieve the desired dynamic and phrasing. In this and other movements, Gál
frequently indicates slurred bowings that are impractical, and are best viewed as showing
phrasing rather than specific bowings.
The B section occurs at measure 64 as the music changes to 3/4 time. This section is
much more lyrical, lacking the clear direction that the subject-related material provided, creating
a clear contrasting section. The performer must identify and endeavor to highlight the melody—
which in itself is not of great interest—as it passes between voices, otherwise the listener is in
danger of losing any sense of the music. Highlighting the chord changes is also essential, as is
the use and resolution of dissonance, such as in measure 67 with the passing C and neighboring F
(Ex. 43).

Ex. 43. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, m. 67. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
As written, the execution of some of the double-stopping in this section is difficult if not
impossible, meaning that some liberties will have to be taken with the part. The fourth beat of
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measure 65 for example is impossible if the lower D quarter note is to be sustained throughout
the measure (Ex. 44).

Ex. 44. Gál, Suite for Violoncello Solo, I. Introduzione and Fughetta, m. 65. Suite for
Violoncello Op. 109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International
Copyright Secured. All Rights Reserved. Printed with permission.
As in the solo Bach suites, it is reasonable to presume that the harmony notes are not always
sustained, and as the movement is in the style of Bach, it is reasonable to assume that the bass
line would not be sustained in an unnatural manner if the voices were to be divided amongst
different instruments. As long as the line of the melody is observed, a degree of license with the
harmony notes is reasonable.15

15

Gál perhaps whishes to make harmonic analysis easier to understand by writing these clearly impossible
notes. Gál always seems to have desired that his music be well-understood and its techniques perceivable in one
fashion or another.
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CHAPTER FIVE
ALLA MARCIA: JANISSARY MARCH AND VIENNESE SONG
The second movement of the suite is titled Alla marcia, and is marked Allegro moderato
in 4/4 time. A march movement seems to strain the definition of a dance, other than that
rhythmic foot movement is involved with both, but for Gál this seems to have been enough of a
connection to include it in the suite form. There is also some allusion to minuet and trio form
throughout the movement, and it is possible that Gál is considering it on this level as well.
In Britain during the mid-twentieth century it was not uncommon for composers to make
use of the march in art music. Ralph Vaughn Williams wrote a Scherzo alla marcia for the
second movement of his Symphony no. 8, and Benjamin Britten begins his Phantasy Quartet for
oboe, violin, viola, and cello with a march theme. Britten even included a march movement in
his own homage to the Bach cello suites in his Cello Suite no. 1 titled Marcia: Alla marcia
moderato. These marches were primarily inspired by the sound of the British military band, with
Britten’s solo cello march having more allusions to Scottish tradition.1 However, Gál seems
much more interested in returning to the historical roots of the march—Turkish janissary music.
The Janissary Mehter and the Alla Turca Style
The janissaries were elite soldiers of the Ottoman Empire. Founded as an order in 1329,
their ranks were originally filled with Christian captives who were converted to Islam. Within
the janissary ranks were military musicians in bands known as a mehter. Continuing in a
tradition of Asiatic military bands that had appeared previously in both Turco-Mongolian and
Byzantine militaries, these mehter were full of wind, brass, and percussion instruments. The
mehter could be used in multiple functions. They played during battle to inspire their fellow
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soldiers, but they were also used to provide music in ceremonial capacities. The instruments of
the mehter could vary depending upon the ensemble’s function, but the typical instrumentation
included the zurna, a double-reed instrument, the davul, a bass drum, the boru, a type of trumpet,
the nakkare and kos, which are paired kettledrums, and the zil, which are cymbals. The triangle,
which is also associated with janissary music, was added to the mehter in the eighteenth
century.2
Janissary music became known all over Europe during the seventeenth century, with
courts throughout the continent retaining the services of such groups for various functions. The
sound of the mehter resonated with opera composers of the period, as they occasionally would
utilize the Turkish instruments in their works. As the popularity of such groups increased during
the eighteenth century, European military bands began to add Turkish instruments to their own
ranks, particularly the davul. Although relations between the Islamic empire and the Christian
nations of Europe normalized during this period, Turkish music continued to be thought of as
“exotic,” and “Oriental.”3
European composers in the eighteenth century found that the topic of the Ottoman
Empire and its music resonated with audiences, evoking the European fascination with the
foreign. An alla turca style developed among composers, who sought to evoke the sound
Turkish music rather than to outright emulate it. Alla turca became very much in vogue during
the late eighteenth century, and composers such as Gluck, Haydn, Mozart, and Beethoven all
made use of the style.4
2
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This was accomplished instrumentally through the use of Turkish percussion instruments,
namely the bass drum, cymbal, and triangle, as well as the use of the piccolo, which imitated the
incisive timbre qualities of the Turkish winds. Musical characteristics that were used to create
the alla turca style included the use of monophony,5 certain melodic and rhythmic
ornamentations, and use of the rondo or rondo-like forms to imitate the Turkish forms.6
Some aspects of janissary music were difficult to transfer to a Western idiom, particularly
the pitches that were typically used. In Arabic music—in which janissary music seems to have
had its theoretical base—the notes of a particular piece of music are from a set known as a
maqam, which is the equivalent of a scale or mode.7 Arabic music does not use equal
temperament and also makes use of quartertones, so rendering the notes in standard Western
notation only gives an approximation of the traditionally desired pitch.8
Composers writing in the alla turca style at the end of the eighteenth century wished to
stay within the confines of equal temperament, so compromises were needed. Most of the
maqamat9 in Turkish music resemble major or minor scales, so some melodic qualities could be
adapted without drastic changes, leading to Western scales with slight modifications for melodic
purposes. This somewhat different intervallic structure sounded to Western composers as if the
5

Janissary music was monophonic in nature. Turkish instrumental music often employs heterophony, but
this was likely unsuitable for the mehter, which was tasked with producing very loud battlefield music. Catherine
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music shifted between major and minor without preparation, and there was some effort to copy
this effect in the alla turca style.10
Melodies were often rendered in unison or octaves during “Turkish” portions of a piece,
emulating the sound of the janissary bands. Western composers of course wished to write
harmonies, so one solution was to write a “Turkish” section of a larger work: a short section with
little occurring harmonically, but then moving on to more “normal” material. Another solution
was to harmonize the Turkish-sounding melody, but this could be tricky and often involved
further compromises.11
Composers made use of these elements to varying degrees, but often the intention was to
imply “Turkish” rather than to actually make any effort at accuracy or authenticity. For
example, the famous “Turkish march” from Beethoven’s Symphony no. 9 actually employs only
superficial alla turca ingredients. The use of bass drum, cymbals, and triangle is clearly meant
to evoke the janissary band, as is the piccolo, while the use of contrabassoon is probably meant
to give the ensemble a more cheerful sound by providing some pitch for the lower end of the
ensemble. The repeated-note figure that introduces the march might also be a reference to
janissary music, as might be the dotted-quarter note rhythm prevalent through the passage. The
melody of course is entirely of Beethoven’s invention, and it is possible that the composer
simply wanted to evoke the sound of a military band rather than a specifically Turkish one.
Mozart appears to have dealt more critically with the alla turca style, and this does not
seem to have been lost upon Gál. There is some evidence that Mozart had the opportunity to
hear authentic janissary music, and he appears to have made good use of this by making a much
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more faithful and organic adaptation of the janissary style in his music.12 Gál seems to have
been familiar with Mozart’s techniques, and makes use of some of them in his work.
Mozart’s Violin Concerto no. 5 in A major provides some examples of the composer’s
techniques. The third movement includes a clear alla turca section as part of the middle of the
rondo form. Mozart makes the beginning of this section as obviously Turkish as he can by
taking multiple cues directly from janissary music (Ex. 45).

Ex. 45. Wolfgang Amadeus Mozart, Violin Concerto no. 5 in A major, III. “Rondeau: Tempo di
Menuetto,” mm. 165–172, piano reduction, arr. Friedrich Hermann, Leipzig: C.F. Peters, 1885,
accessed, February 24, 2016, http://burrito.whatbox.ca:15263/imglnks/usimg/4/4c/IMSLP80927SIBLEY1802.12832.c7e2-39087009423239piano_score.pdf.
Mozart writes this section in A minor, which along with A major is where he usually
writes his alla turca music. This was probably not to match actual janissary pitch, as a maqam
would not usually start on A, and transpositions are less common in Arabic music, probably due
to the idiosyncrasies of Arab instruments.13 It seems more likely that the choice of A major is
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that the timbre more readily resembles the sound of the janissary band, allowing for the use of
open A and E strings in the orchestra, as well as higher, brighter tones for the oboes and horns—
who are analogous to the zuma and boru of the janissary band.
Mozart did not make use of percussion in this concerto, either due to a desire to keep the
texture from overwhelming the solo instrument, or due to problems with availability, so the most
obvious alla turca cue, using janissary percussion, was not possible. Instead, he uses
arpeggiations and sforzandos to replicate the effect of percussion on the critical beats. In the
orchestration, the cellos and basses make use of col legno to further emphasis the percussive
effects.
The harmony simply stays on the i chord, with a hint of viiº before the cadence. This
brings out the monophonic character of janissary music, and the dissonance between A and Gsharp is reminiscent of the clashing created by the more shrill Turkish instruments. Mozart is
also conforming the music to Western musical practice, including the notes of the A minor chord
in the accompaniment and using them to form the melody. The leaping melody is another
typical element of the alla turca style, although more stepwise patterns were also common.14
Another example of Mozart’s alla turca composition comes from the Piano Sonata no.
11, whose famous finale movement, Rondo alla turca, again shows the composer’s deft handling
of janissary elements (Ex. 46).
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Ex. 46. Wolfgang Amadeus Mozart, Piano Sonata no. 11, III. Rondo alla turca, mm. 1–9, eds.
Carl Adolf Martienssen, Wilhelm Weismann, Leipzig: C.F. Peters, 1938, accessed February 24,
2016, http://hz.imslp.info/files/imglnks/usimg/a/a9/IMSLP70209-PMLP01846-KV_331.pdf.
Mozart again is writing in A minor, but the notes he uses in this opening section are a
little unusual. The D-sharp that occurs in the third measure fits the sequence from the prior two
measures, but its inclusion raises some interesting questions. D-sharp occurs frequently
throughout the work, always moving to E, but nevertheless providing an important color to the
work. A raised fourth was actually a common trait in the alla turca style,15 and its presence
seems to have been an attempt to more accurately reflect actual janissary maqamat.
The maqam nawa athar resembles the Western harmonic minor scale, but with a raised
fourth (Ex. 47).

Ex. 47. Maqa nawa athar on C, traditional Arab scale. Johnny Farraj and Sami Abu Shumays,
“Maqam Nawa Athar Family,” Maqam World, last modified July 14, 2007, accessed January 24,
2016, http://www.maqamworld.com/maqamat/nawa-athar.html#nawa-athar.
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A composer of Mozart’s skill certainly would have noticed the similarities between the two
scales, and adding the augmented fourth is relatively easy, as it is a leading tone to the fifth, and
is easily incorporated into the often-used V/V or viiº/V chords. It is also easy to deal with if a
contrast to a more Western sound is desired, as the other notes of the Western minor scale are
available for use.
The ornamented sixteenth notes in the melody are another trait copied from janissary
music, and the beat emphasis is that of a typical military march. The appoggiaturas in the right
hand again provide a type of percussive emphasis, and the entire passage is simple harmonically,
only really moving between i and V.
The percussive elements of the style were not lost upon musicians and audiences. Pianos
in the late eighteenth and early nineteenth century were often fitted with a “janissary stop,” a
pedal “that operated a drumstick which struck the underside of the soundboard, a cymban and
tuned bells.” Pianists would make use of this stop when playing Turkish themes such as this,
adding to the effect.16
Interest in the alla turca style appears to have declined in the nineteenth century. This
was due to a number of factors, but the disbandment of all janissary units by Sultan Mahmut II in
1826 was certainly one of the largest reasons. The normalization of janissary instruments and
musical elements into the European consciousness also would have reduced the exotic appeal of
the alla turca style. Many practices learned from janissary music continued on in European
marching bands, becoming an important part of their tradition. Janissary musical practice in
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Turkey was revived during the mid-twentieth century, and dedicated ensembles continue to
perform in the janissary style.17
Alla Marcia
Gál, in writing a march movement, seems to have wanted to trace such music back to this
earlier source rather than imitating nineteenth or twentieth-century military marches. As with his
handling of Hungarian music in the first movement, here Gál is influenced by the alla turca
style, but the greater leeway for composers in the twentieth century allows him to achieve a
somewhat more accurate sound—but still one that is framed by Western musical practice. The
overall form of the movement is A-B-A-coda, but within this framework are some unique formal
elements.
The movement begins in G minor, although the melody employs notes from outside of
the key (Ex. 48).

Ex. 48. Notes that form the melody from Gál’s Alla marcia.
Ignoring the B-sharp/C-natural for the moment, the notes fit the maqa nawa athar (Ex. 47), as
well as being similar to Mozart’s treatment of Turkish music in the Rondo alla turca (Ex. 46).
The extra step and a half gives the scale an unusual character, contributing to the Turkish
character of the melody.
The B-sharp/C-natural is used as the same pitch throughout the march section, with Gál
only using one or the other seemingly for the sake of readability. Gál seems to use it as a
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lowered fourth in order to use the more conventional set of minor notes when necessary. The
step and a half in the maqa nawa athar is also somewhat narrower than the actual interval is in
the western scale, so to Western ears it often sounds flat, therefore using the C-natural as an
equivalent of sorts. Like Mozart, Gál is attempting to keep his music confined to Western
concepts.
The melody, which the march section of the movement is built around, begins
immediately, and is built around a pair of two-bar phrases (Ex. 49). The march constitutes the A
section of the movement.

Ex. 49. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 1–4. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The C-sharp obviously sticks out, giving an unusual sound. The contour of the melody is
primarily stepwise or in thirds, which is typical of janissary tunes. The B-sharp/C-natural
provides some variety while also referencing the Western scale, and the F-sharp fits easily into
an arpeggiated V chord.
Like Mozart, Gál also uses rolled chords to emphasize percussive effects in the music,
which are quite effective on the cello’s strings. The sixteenth notes are similar to the
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ornamentations from the Rondo alla turca as well. However, unlike Mozart, Gál realizes more
of the harmony from the beginning of the work; whereas Mozart typically stayed on or near a
tonic chord when establishing a Turkish sound, Gál chooses to write a clear progression.
Gál develops his melody further in the next two phrases, and the theme in measures 5–6
acts as a sort of second theme within the march (Ex. 50).

Ex. 50. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 5–8. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The dotted eighth sixteenth figure was previously introduced, but Gál makes much more
pronounced use of it here.
In keeping with the alla turca practice of shifting from major to minor suddenly, Gál
suddenly shifts to B-flat major in measure 5.18 Gál had previously moved to D—implying V—in
measure 4, but slides down to B-flat at the end of the measure before moving up to the high Bflat. Because of how this is written, the low G at the beginning of measure 5 is by necessity
played very quickly. The bow needs to physically travel to the G string from either the A or D
string, and then immediately roll back to the upper strings. The sixteenth note preceding it gives
no allowance for reaching the lower string early, and the need to reach the A string for the high
B-flat immediately means that this low G seems to be more a percussive effect than a genuine
harmony. The two higher notes of the board sing easily with the dynamic marked forte, so even
18
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while the G is present and it could be called a i chord, the aural effect is that of a B-flat chord,
which is further emphasized by the F moving to the inverted B-flat chord on the second beat of
measure 6.
Moving back to G minor on beat 3 of measure 6, Gál works down the G melodic minor
scale with the raised fourth from before, eventually reaching a D minor chord. This is somewhat
a parallel of the previous four measures that ended on D major, and Gál will stay in D minor
until the end of the first section of the march.
Gál closes on a two measure phrase, now in D minor (Ex. 51).

Ex. 51. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 8–10. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The E major chord in measure 8 is surprising, but the G-sharp is the raised fourth in D minor,
harkening back to the maqa. The descending scale from measures 8 through 9 outlines D minor,
and ends with typical Turkish indicators—the rolled chord in measure 9 and ornamented
sixteenths in measure 10.
The overall structure of the work is a binary form with a coda, and it bears some
resemblance to the galanteries of the Baroque suite. The first section, the march, consists of two
repeated sections, and has a rounded binary formulation. The movement begins in G minor but
moves to D minor by the first repeat in measure 10. After the repeat the march resumes in B-flat
major, which is a common key choice for a modulation in the Baroque (Ex. 52). The following
section further develops the thematic material, much as Bach would do in his galanterie
movements.
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Ex. 52. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 11–15. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál continues to develop the melody from where he left off in measures 5 and 6, this time
opting for a connected line, but now with a rising fourth and falling ninth instead of the small
intervals from before. Larger intervals in the melody were another alla turca element borrowed
from janissary music.19 Gál repeats the melody in the second phrase, but uses the F-sharp to
move the music back toward G minor.
The D major chord in measure 14 leads back to G minor, but the V to VI progression in
the following measures makes this somewhat ambiguous, sounding as if the music might have
moved back toward B-flat until the clear tonicization of G minor by the V7 chord in measure 19
(Ex. 53).

Ex. 53. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 15–19. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The E-flat major to C-sharp diminished progression between measure 16 and 17 is
smoothed out by using a D-natural, while the B-flat to C-sharp tension again makes an
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appearance. The falling thirds in measure 18 imply an arpeggio of some kind that is eventually
clarified by the D, becoming a V7 chord.
This phrase is the least janissary one to appear so far, being a more sentimental and less
march-like rhythm and melodic motion. This creates a contrast with the very beat-intensive
music thus far in the movement, but the emphasized quarter notes in measure 18 serves to snap
the music back to the militaristic tone.
Twentieth-century composers of art music often treated the march with a degree of
sarcasm. The terrible conflicts of the century led many intellectuals to adopt an anti-military
mindset, and a number of composers seemed to find something silly about the excessive bombast
of the military march. The famous march theme from the first movement of Shostakovich’s
Symphony no. 7 is a clear example of this, incorporating both the menace of the German
invaders, but also mocking the silliness of their goose-step marching.
Gál—who had lived through two wars, persecution, and imprisonment—likely
understood this sentiment perfectly. Gál accomplishes this light, mocking tone through the use
of the dotted-eighth-note rhythm, which creates an off-balance effect that contrasts with the
otherwise grounded march beat (Ex. 50). The effect created from unprepared switches from
major and minor contributes to this slight silliness as well—the lack of smooth harmonic
transitions, such as in measure 10 (see Ex. 51, Ex. 52) contributes to a lack of absolute
seriousness, not unlike Mozart’s glib transitions between major and minor sections in Rondo alla
turca.
The movement continues into a recapitulation of sorts in G minor, the home key of the
movement. However, Gál has made a few changes, bringing the dynamic down to piano and
smoothing out the dotted rhythms into triplets (Ex. 54).
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Ex. 54. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 20–23. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
This slight change creates a hint of an improvisatory effect, a trait common in Bach’s solo cello
works. This also implies a little bit of silliness or sarcasm, substituting the precise dotted
rhythms for the unexpected triplets.
Gál continues with a similar phrase as before, but with some changes (Ex. 55).

Ex. 55. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 24–27. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The melody now incorporates even more leaps, contributing to the overall bombast of the music,
to the point that the over-the-top effect becomes somewhat humorous. The B-flat major chord
that was implied in measure 5 (see Ex. 50) is now more explicitly stated. The harmony moves
toward G minor instead of D minor as it had in measure 8. There is actually an extra phrase
worth of material from measures 5 and 6, as Gál doesn’t switch to the material from the second
half of measure 6 until measure 28 (Ex. 56).
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Ex. 56. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 28–31. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The end of the march is essentially the same as the end of the first section, but in G minor
instead of D minor. In accordance with the rest of the recapitulation-like portion, there are more
leaps as well.
The question could be asked if this march is in a sonata form, and it certainly displays
qualities of such. The “exposition,” if it were to be called such, begins in G minor with the
thematic presentation between measures 1–2. There is a transition between measures 3–4 that
moves to B-flat major and a second thematic section in measures 5–6. This transition moves
across measures 6–7 to D minor, and moves to a closing theme in measures 8–10. This section is
repeated, as the classical exposition of a sonata form would be, before moving to a more
developmental section in B-flat major beginning in measure 11 and continuing to measure 14,
where a re-transition occurs to G minor between measures 15–19. The recapitulation begins in
the home key at measure 20, and although the chord is still B-flat major, it this time functions as
III in G minor, as it moves to VI and then ii. The closing section is also in G minor, and it
repeats back to the beginning of the development.
The argument against sonata form would likely be the lack of much development coupled
with the very brief nature of the march, and the use of minor v is somewhat unusual as well—
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although not out of bounds in twentieth-century music. The key relationship between the second
areas is also somewhat ambiguous. In measure 5, the presence of G makes the B-flat major
chord implicit rather than explicit, and its use again in the recapitulation—even as a functional
chord in G minor—is unusual for sonata form. Nonetheless, there is clearly a modulatory
difference between the analogous sections. The already established connection with Bach of
course also brings to mind rounded binary form, which as a predecessor of sonata form, was
often used by Bach in the movements of his dance suites, including the galanteries. It seems
likely that emulating this form was on Gál’s mind foremost, and utilizing elements of sonata
form was his natural instinct, giving him a greater organizational element to manipulate.
Organizational elements were one way in which Gál aligned the janissary march concept
to the Western form. Traditional Turkish marches tended to be monothematic and repetitive in
nature, merely repeating a tune of some length for the duration of the march. Given the
battlefield origin of janissary music—where its primary musical need was to be loud—this seems
logical.
Gál did not make use of either of the more traditional ways of dealing with janissary
music. The alla turca style tended to favor the rondo form, probably because of the greater
allowances in key structure and the multiple opportunities to contrast thematic material, coupled
with the typically less serious nature of the rondo. The modern military march that developed in
the nineteenth century tends to make use of a march-and-trio form, contrasting a bombastic
march with a quieter trio, often featuring solo instruments.20 Neither of these forms made use of
sonata elements within the march itself, and examples of the march in the symphonic repertoire
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tends to use it as either a single thematic area of a sonata form, or as something more akin to a
scherzo.
Viennese Melody
The second, non-march portion (hereafter “B”) of the movement provides a strong
contrast to the march. This of course has some parallel to the march and trio form, but this B
section does not accurately reflect the traditional aspects of a march trio. Instead it is almost a
completely different movement, bearing a greater resemblance to one of Bach’s galanteries from
his solo cello suite, where a pair of contrasting minuets, bourrées, or gavottes are played in
succession, with Gál in his case including a da capo to the first galanterie after the second.
In this movement, the contrasting material moves away from the rhythmic march to a
legato, lyrical theme that resembles a song. The melody is typical of those of Gál, having a
Viennese expressiveness to it that is reminiscent of Schubert or Johann Strauss.
This B section begins in measure 32, shifting to G major, which Gál notes in the key
signature (Ex. 57).

Ex. 57. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 32–39. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
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G major instead of B-flat major is an interesting choice due to the similarity between this and
Bach’s treatment of the galanterie movements. Except for the Suite no. 4 in E-flat major, Bach
always changes to the parallel key—from major to minor or vice versa—between the first and
second galanterie, with the first occurring in the home key of the suite, and the second in the
parallel key.
As in the Bach suites, this B section is a substantial departure from the previous A
section. This new theme is much more lyrical, with broad gestures and romantic phrasing.
Although it is decidedly major, Gál does manage to work in some C-sharps, perhaps an allusion
to the janissary theme from before, which easily functions as the leading tone to the dominant.
This is the first time in the suite as a whole that Gál has expressed himself in his usual idiom,
until this point primarily utilizing elements of other cultures to fit the framework of a suite.
Gál makes use of a harmonic method in the passage that he will employ throughout the
rest of the suite. One way for a solo voice to express harmony is for it to move linearly from one
chord to the next. Bach typically handled with this by dividing the harmony into discrete units,
making it easy to hear the progression, such as in the Suite for Unaccompanied Cello in G major
(Ex. 58).

Ex. 58. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 1 in G major, “Prelude,”
mm. 1–4, New York: Dover Publications, 1988, 1.
Bach divides the harmony between each measure, using arpeggiation to establish the chord, then
making the harmonic motion obvious through the changes to the arpeggiations.
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Gál however takes a different approach, perhaps inspired by the less restrictive tonal rules
procedures under which he wrote. Instead of each chord resolving discreetly from one to the
other, various chordal and tonicizing elements resolve within a certain span of notes—some
immediately but others are left to wait. Taken collectively this implies a strong motion from
V/vi toward vi.
In any case, this results in a sound probably best understood as dominant and leading tone
concepts resolving toward the final chord over the span of the passage. This has been notated as
“V/vi ————> vi” to show the motion, as pinpointing the exact beginning of each chord is
somewhat difficult, and will be expressed as such in subsequent occurrences.
The melody is typical of Gál’s lyricism, carefree but with points of dramatic interest. If
the notes in the lower voices are removed, and the melodic notes are allowed to be sustained for
what is probably their full value, it is easier to see how Gál constructs the theme (Ex. 59).

Ex. 59. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 32–39, melody expanded and
harmony removed. Suite for Violoncello Op. 109B by Hans Gál © Copyright 1983 by N.
Simrock GMBH International Copyright Secured. All Rights Reserved. Printed with
permission.
Gál builds the melody on the motive from the first measure: a note covering the first two beats
which moves through the brief sixteenth note third—to a quarter note a step away from the first
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note, and then moving via leap—in this case a sixth—to the final quarter note of the measure.
The next measure is also reached via leap, and so Gál establishes a pattern for the section:
stepwise motion with emphasis on beats 1, 3, and 4 ending in a leap with varying
ornamentations, followed by a leap into the next measure.
The next measure, 33, is essentially a repetition of the first measure: it begins on A, but
this time the more florid ornamentation carries it to D, but the motion is still stepwise. This
additional ornamentation gives the impression that the music is pushing forward more strongly
into the next measure. The leap at the end changes from a sixth to a fourth, which Gál justifies
by the inclusion of a B grace note prior to the D (see Ex. 57). This introduces the fourth as being
significant to the melody while also maintaining the connection to the sixth. This repeated
motive over the first two measures constitutes segment 1 of the melody.
The melody now expands in the third measure, leaping up a further fourth to high C.
This C above middle C is often considered the high note of the tenor range, and serves as the
focal point for the passage, further contributing to the song-like nature of this melody. The
motivic idea in measure 34 is similar but somewhat different from that of measure 32, consisting
of a sustained note moving down a third via triplet passing tone to a quarter note, and then down
a fourth to the final quarter note. As in the previous segment, the motive repeats but is varied in
the next measure. In measure 35 Gál begins just under the high note of the measure, moving up
to it just before the third moves down on beat 3 of the measure. Beat 4 then acts as an
ornamentation to reach what is this time a fifth lower from the F-sharp on beat three to the B on
the downbeat of measure 36. The repetition of this motive constitutes segment 2.
The second half of the repeated section contrasts with the first, as the music moves lower
in register. Segment 3 is short, consisting of a sustained note that falls a fourth, climbs stepwise
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up the sixteenth notes, and then falls a fifth. It serves as the cadence for the first four measures,
but the lack of a G gives it the sound of an incomplete cadence, and the shift to vi—which
sounds deceptive, given the incomplete I chord—in measure 37 alters the color of the passage.
Segment 4 consists of the upward thirds in measures 37–38 that move downward by fourth or
fifth. The final segment is very similar to the motive of segment 2, consisting of a note moving
to a quintuplet turn that ends up moving down a fifth to the next measure. This measure is in
some ways an expanded version of this, consisting of five eighth notes, and if the low C-sharp
and D were raised an octave to the level of the other notes it would have nearly the same contour.
This creates the effect of a ritardando, and acts as a sort of remembrance or reflection upon the
previous material.
Other than segment 4, which is largely transitional in nature, all parts of this melody
follow a general pattern of a sustained note at the beginning of the measure followed by at least
two faster notes, with the potential for all manner of ornamentations. This gives the melody a
strong motivic focus, and is interesting in that it differs from the typical Romantic era melodic
construction. Romantic melodies are usually longer and more drawn out than the self-contained
nature of Gál’s motives. Brahms, however, often made use of motives to derive his melodies, as
this made development easier to accomplish. The second theme from the first movement of
Brahms’s Symphony no. 2 is an example of this (Ex. 60).

Ex. 60. Johannes Brahms, Symphony no. 2 in D minor, I. “Allegro non troppo,” mm. 82–89, ed.
Hans Gál, New York: Dover Publications, 1974, accessed February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/3/3d/IMSLP00141-Brahms__Symphony_No.2_in_D_Major_Op.73.pdf.
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Brahms establishes a primary motive in the first measure, repeats it in the second, and
establishes a secondary motive in the next two measures—very similar to Gál’s melody. The
following passage in the symphony is then based upon these two motives. Gál appears to have
learned from this, and uses it as a means of providing variety throughout this section of the
movement. Of course the tune itself has more in common with one that would be heard in the
early twentieth century from Strauss rather than Brahms, but Gál, however backward looking he
was at times, was always a product of his time.
The end result is a melody that soars upward, then begins again, reaching even great
heights, before gently floating downward. The end of measure 36 brings the theme back toward
a less grand statement, but the remembrance afterwards leads back into the repeat. This theme
has an air of fantasy to it, and provides a dramatic contrast to the march theme.
Gál brings out the fantasy by avoiding the dominant chord in the harmony, instead using
the ii and the vi chord to provide color, avoiding V until the end of the passage, where V sets up
the return to I (Ex. 57). Gál makes use of the cello’s ability to rapidly change registers, adding
accentuations to the theme in the fashion that an accompanying piano would. Perhaps in an
allusion to the march theme, C-sharp continues to make appearances throughout the passage.
After the repeat, Gál returns to the melodic material, but begins to vary the harmony,
moving unexpectedly from what had been a D chord before the repeat to B major (Ex. 61).
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Ex. 61. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 40–46. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál reaches B major by treating the F-sharp in measure 39 before the repeat (see Ex. 13) as a
pivot, moving from there to B. The D-sharp indicates that B major is acting as V/vi, and it seems
to move to vi, but this turns out to be G major in measure 42. The phrase continues, moving
back to I, and eventually cadencing on V.
There is an aspect of binary form in this, as Gál seems to move away from G major, and
the pianissimo dynamic indicates that although the thematic material is similar, this section is
contrasting in some way. Gál begins with segment 1, some of the elements having been altered,
and his logic is interesting to follow. Segment 1 returns, but begins a step higher than in measure
32 (see Ex. 59). Gál inverts the first interval from before, changing the fifth between A and D to
a fourth as B moves down to F-sharp, which alters the final pitch of the next sixth, leading to Fsharp, meaning that the interval that was originally a third in measure 32—between A and C—is
now a fourth—B to E. E moves down a half step to D-sharp, but only moves up a third to Fsharp instead of the sixth to A. This creates a more subdued color, as the measure only covers
the span of a fifth instead of a seventh, as measure 32 did. Measure 41 is a repetition of the same
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motive, but is less ornamented than it was in measure 33. It does, however, still move up a
fourth at the end to B, but not a second fourth as in measure 34.
Measure 42 begins segment 2 again, but now the triplet rhythms have been removed.
The first note is sustained longer than in measure 33, but it is still followed the same number of
notes that have now been compressed. The high B moves down to D-sharp in the next measure,
a diminished fourth, as opposed to the perfect fourth between measures 33 and 34. Measure 43
functions in similar fashion, the triplets and quarter being straightened out into eighth notes. The
pizzicatos on the lower strings help Gál reference the harmony from earlier without needing to
interrupt the melody notes, as was necessary in the original segment 2.
Gál then skips over segments 3 and 4 from the previous section and moves back to
segment 1 in measure 44, now separating the original fifth double stop in measure 40 into
individual notes, but instead of repeating the motive the music moves on to segment 5, closing
out the theme on the V chord. This suggests a modulation to D major, but Gál changes direction
and moves to a very large cadence on G in measures 46–47 (Ex. 62).

Ex. 62. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 46–50. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Measure 46 is actually an ornamented version of the segment 1 motive again in the
original key from measure 32 (see Ex. 57). Gál delays the first A, beginning instead on the low
G moving up to D, which is the double-stop from the original motive, before moving to A. A
proceeds to C, which is what the melody had originally done (see Ex. 59), and then down to B
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before moving through D and F-sharp to the last note of the original motive, G. Measure 47 is
based on segment 3: in spite of the difference in the sixteenth notes, it still moves down a fifth to
C.
At this point, Gál begins an extended transitional section. The descending eighth notes
seem to be pointing toward a V or V7 chord before the unexpected fourth down to A in measure
49 that leads to the low E-flat. This E-flat is startling, and it is probably being used as a flat-sixth
of a iv chord, making the V-iv progression a deceptive one, which is certainly the effect it
creates.
From here Gál begins what functions as a massively extended cadence (Ex. 63).

Ex. 63. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 50–55. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
After sliding down to D in measure 50, Gál begins an extended use of dominant-tonic motion,
assisted by secondary vii chords into measure 53. This then becomes a progression to ii
followed by V/V as Gál begins to avoid the tonic chord and build tension.
C-sharp continues to appear, acting as a leading tone to the dominant, and the use of
mode mixture could well be a modern interpretation of the alla turca style, replacing the more
awkward major-minor transitions often present in the eighteenth century music.
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Gál continues this transition until thematic material returns in measure 57 (Ex. 64).

Ex. 64. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 55–62. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The V/V from measure 54 (see Ex. 63) appears to move to V7, but again avoids resolution by
moving to ii, continuing the buildup of tension. The sustained A provides a brief respite from
the constantly shifting eighth notes, and is an interesting choice, since the previous note to be
sustained for any length of time was the tritone relation, E-flat in measure 49.
In measure 57 the eighth notes finally arrive and the melody returns, although now
substantially varied as Gál presses toward the conclusion of the B section. The motive is a
derivation of segment 1, with the harmony notes now plucked instead of played with the bow
and the rhythm straitened out into eighth notes. The ii chord moves back to V, but Gál moves
deceptively to IV, further elongating the resolution. The IV chord moves to V/V, substituting for
where the ii chord should be, as well as reminding the listener of the C-sharp. The low G
beginning in measure 57 also foreshadows the tonic, but Gál continues to delay its appearance,
having avoided I since measure 52, in addition to avoiding a strong cadence on G since measure
47.
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The final dominant chord prior to the tonic begins, the F-natural sliding up to F-sharp for
V. Gál finally allows the resolution to I, having now drawn out the conclusion of the B section
for fourteen measures—the entire preceding B section was only 16 measures! What explains this
decision?
The second galanterie in Bach’s suites tended to be a less interesting work in comparison
to its counterpart from a motivic and harmonic standpoint. They were often shorter and simpler
in nature—an extreme example being the bourrées from the Suite no. 4 in E-flat major, in which
the first Bourrée is exactly four times as long as the second, the latter containing only twelve
measures. Gál seems to have started the B section of this movement with a similar intention. He
begins with a rather short, eight measure melody that repeats, just as the first part of a galanterie
by Bach would. The second half begins with the same melody in a different harmonic context,
which is an occurrence in the Bourrée II in both the C major and the E-flat Bach suites. After
presenting the melody in the contrasting key, Bach would move back toward the tonic of the
bourrée and recapitulate the melody from the first half, with some slight variation being possible.
This somewhat follows what Gál has done; after the second version of the melody he
moves on to a new idea that eventually moves back to the home key, ending on a V chord.
However, there are important difference between Gál’s composition and Bach’s. Gál’s theme is
much stronger and more interesting than Bach would typically use in a second galanterie, and
the prolonged resolution at the end is not at all something Bach would do. Gál however also
conceives of the B section as a song, and perhaps it is on this level that his decision to draw out
the resolution originates from. The idea of thwarting a resolution for so long immediately brings
Wagner to mind, and Gál’s melody certainly has an operatic character to it.
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The resolution to the tonic itself is a little obscure, the G being reached only briefly, and
the lingering on high D make it a little ambiguous before the low pizzicato notes make the G
chord certain. The lack of a third also obscures the quality of the chord. The fact that the music
has been in major tends to make it sound like a I chord, but there is also some foreshadowing of
the return to G minor. The lack of a strong resolution is fascinating after Gál has delayed it for
so long, and this in ways resembles the ending of the Introduzione as well.
The high D moving to F-sharp creates the impression of V again as the section ends, and
this perhaps could repeat back to measure 40 if Gál so chose. However, all of this drawn-out
drama has also concluded the section very nicely, so Gál moves on. The sustained A leads
directly back to the beginning of the march—the implication being that the piece actually begins
with a deceptive progression.
Coda
The march returns at this point, played in full but without repeats, completing the
galanterie form. Gál could end here, but instead he opts for a coda to end the movement,
beginning in measure 63 (Ex. 65). The galanterie form does not normally include a coda, but
Gál certainly knew that in the intervening centuries the scherzo form had evolved from a very
similar format, and he seemed to feel that the movement needed something to tie together the
varied material he had covered.

Ex. 65. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 63–66. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
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The key remains in G minor, carried over from the end of the march, but the melody
actually resembles that from the B section. Likewise, the grace notes evoke both the rolled
chords from the march and the lower voice notes from the B section. As before, the melody
includes a repetitive element, with more ornamentation being added in bars 65–66.
The harmony begins with C minor, which is somewhat surprising after the march ended
on G minor, but the movement back to i assures the listener that the key has not changed,
although the use of iv is not as strong as V could have been.21 This mild ambiguity serves to set
up what becomes a very exciting ending from a harmonic perspective (Ex. 66).

Ex. 66. Gál, Suite for Violoncello Solo, II. Alla marcia, mm. 67–74. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The melody switches to an allusion of the march theme, the double-stop giving strong
emphasis to the downbeat, with Gál marking emphasis on the following quarter notes. The
melody has a certain wild quality to it, the F-sharp and the multiple leaps helping to create this
effect. Measures 69–70 also relate to the march, the emphasis on beats 1 and 3 being similar to
measures 3 and 4 in nature (see Ex. 49).

21

Probably this does not sound like C minor due to due to the G chord also being minor. If they key had
changed to C then the G chard should be major.
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Gál moves to VI as the march theme returns, and then to V. Gál moves the V chord
toward i in measure 68: F-sharp moves to G, and then A moves to B-flat. The music suddenly
veers toward F minor. The next note should have been D, but is instead D-flat, which becomes
the fifth of a G-flat major chord after G falls to G-flat on beat 3 of measure 69. G-flat functions
as the Neapolitan of F minor, and then continues to viiº7/F, as D-flat and B-flat both move down
a minor third in measure 70, but G-flat falls a diminished third to E-natural, which with Gnatural forms an E diminished chord. E diminished is then used by Gál as a rootless viiº7/V in G
minor, before moving to a i64 chord in measure 71.
The melodies seem to combine in measure 71, with the first portion of melody being
from the B section, and the next measure being part of the march, before leading into the final
cadence, completing the synthesis of the two contrasting themes.
Gál arrives on i in measure 71, but the i64 chord is inconclusive, appearing to move to V.
This is followed by a º3 in measure 72, resolving briefly to D just before the final G minor chord
in measure 74. The lingering G causes an air of mystery, as the listener is uncertain of the
function of it. Is the G still part of the º3, or has it resolved to the tonic? The slowed tempo
contributes to this, holding off the D for as long as possible, and temporarily halting the march.
However, once the rhythm returns, the movement strongly concludes in the march character.
Gál hints at ending the movement quietly and mysteriously, the same way he had ended
the first movement, and the same way in which the B section had ended. As the music slows and
falls to piano, there is the anticipation of yet another quiet ending. The sudden crescendo and
forte chord at the end subverts this expectation, giving an unexpected and somewhat humorous
conclusion.
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Performing the Alla Marcia
Performing the Alla marcia movement requires a strong contrast of character between the
march section and the B section, as well as a strong contrast with the other movements of the
suite. A consistent challenge of this work is the changes in character required by the performer
throughout, as Gál writes in a number of different styles and idioms. The performer needs to
establish strong ideas about each element to make this possible. Like the dances of the Bach
cello suites that were not intended to be danced to, this movement was not intended to be
marched to, but rather to evoke the sound and feeling of a march.
The most basic element of the march is the emphasis on the beat, corresponding to the
marching of a soldier’s feet. Gál’s rhythms in this work do not resemble any actual military
cadences, but the concept of this style should be brought out as much as possible. Gál indicates
with his writing very clearly where the points of emphasis should be, using double or triple stops
(see Ex. 49), articulation markings (see Ex. 53), or an anacrusis (see Ex. 49) to indicate the beats
which require emphasis. In fact, most notes in the march that occur on the beat and are not part
of an anacrusis are part of the march rhythm. All interpretive decisions in this portion of the
movement should consider the march character at all times.
The phrases in the march are usually two bars in length, with some unity of thematic
character between them. For example, from the beginning of the movement to the third beat of
measure 2 is one phrase built around the same thematic idea (see Ex. 49), while the next two
measures introduce a slightly different idea, providing opportunities for musical variation within
the march’s character. The first phrase clearly establishes the primary character, while the
second phrase allows for a drop in dynamic and builds toward the trumpet-like arpeggio in
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measure 4. Likewise, the phrases following the first repeat (see Ex. 52) include more legato
elements, adding further variety.
There is a temptation to play all of the non-legato notes in a staccato, accented manner,
but this would be a mistake. Gál marks notes that should be played staccato, such as in measure
4 (see Ex. 49), so non-marked notes need to be recognizably different. Notes, such as those in
measure 5 (see Ex. 50), should not be played too percussively. Gál often to make use of multistopping to create the percussive effects in the music, as composers did in the alla turca style.
Since Gál alludes musically to alla turca style on a number of occasions, it is reasonable
to draw some performance aspects from this style. Chords in Mozart’s alla turca piano music
were marked as arpeggiated to emulate the janissary percussion sound (see Ex. 45). Chords such
as those in measure 1 (see Ex. 49) should be rolled by the performer to emulate this, as opposed
to being played without roll as is often done in twentieth-century music.
Other character changes within the march include the re-transition in measures 15–16
(see Ex. 53), which has a suddenly legato and sympathetic feeling to it, which Gál calls attention
to by marking the part piano espressivo. The recapitulation beginning in measure 20 (see Ex.
54) provides the opportunity for a more tongue-in-cheek interpretation of the theme, and the
tempo—which should usually be disciplined throughout—could perhaps be more loosely
interpreted in this passage.
As noted above, the B section beginning in measure 32 (see Ex. 57) is drastically
different from the march. The romance and fantasy of the song melody in this section need to be
exploited to their fullest, and Gál was in favor of romantic allowances in the tempo.22 For
example, the espressivo written under the high C in measure 34 indicates that Gál desired a

22

Hans Gál, “The Right Tempo,” Monthly Musical Record 69 (July 1939): 174–7.
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special moment to occur, and keeping in mind the rubato that a singer might use is helpful in
interpreting moments such as this.
The great difficulty of performing this passage is balancing the flowing melody with the
need to also play the lower accompanying notes. Gál writes these notes in the fashion of operatic
accompaniment, providing rhythmic and harmonic interest against a sustained melody note.
However, the melody note cannot actually be sustained, so a certain rhythmic intensity is
required to keep this from being too noticeable. As in the case of measure 34 (see Ex. 57), for
example, the high C can be given additional time, but the triplet figure needs to be in tempo.
Richard Strauss’s operas and songs provide examples of this style.
The initial passage of the B section is marked dolce, and this could be described as the
primary character of the section, but Gál uses numerous contrasting moments. Measure 36 (see
Ex. 57), for example, is a more mysterious, darker moment. The B major passage at measure 40
(see Ex. 61), marked pianissimo, has a more dream-like quality to it, until the primary character
returns in measure 44.
The coda incorporates character from both parts of the movement, beginning with the
more romantic character in measure 63 (see Ex. 65). Romanticizing this passage will help to
associate it with its origin in the middle section, and there is room for rubato within the passage.
When the march character returns in measure 67 (see Ex. 66), emphasizing the beats, as well as
the leading tones in measure 68 will help to bring this character through. The rallentando phrase
in measure 72 should maintain some separation between the notes, as Gál indicates, to keep the
march character.
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CHAPTER SIX
CAVATINA: THE SINGING DANCE
The Instrumental Cavatina
The third movement, Cavatina, is marked Adagio in 3/4 time. The word “cavatina” has
had multiple definitions through the years, and Gál appears to have considered it in multiple
ways when composing this movement. The term was used in Italian opera during the eighteenth
century to describe a “short aria without da capo.”1 These cavatinas were usually written in an
AB form, where a slow or moderate tempo A section would be followed by a faster B section,
but unlike in a proper aria, the A section would not repeat.2 An example of this would be Count
Almaviva’s cavatina “Ecco, ridente in cielo” from Rossini’s Il barbiere di Siviglia. However,
this is problematic as a description for this movement, as the form is actually a very clear ABA
with a brief coda. Mozart, in Figaro’s cavatina “Se voul ballare” from Le nozze di Figaro,
finishes with a very brief da capo, but Gál’s form is much closer to that of an aria than a
traditional cavatina.
The word cavatina was also used in the twentieth century to describe the first, slow
section, of a double aria in nineteenth century opera—although this is more properly called a
cantabile.3 This definition of the word describes the character of Gál’s movement much more
accurately, but it still fails at describing the form.
Yet another use of the word cavatina is to describe “a songlike piece of instrumental
music.”4 This definition certainly fits, and this type of cavatina seems to more accurately
1

New Grove Online, s.v. “Cavatina,” accessed February 3, 2016, www.oxfordmusiconline.com.

2

Ibid.

3

Ibid.

4

Ibid.
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describe the form that Gál had made use of. Cavatinas in instrumental music were typically
works in a slower tempo with a number of song-like qualities, tending to be operatic in nature.
Most examples follow an ABA form, which more readily identifies them with aria form rather
than a strict interpretation of the operatic cavatina.
An example of an instrumental cavatina that Gál was certainly familiar with was the fifth
movement of Beethoven’s String Quartet no. 13, op. 130, also titled Cavatina. This movement
has a number of elements in common with Gál’s cavatina that will be discussed in detail below,
however Gál draws on yet another source for inspiration—the eighteenth century da capo aria.
As with all movements of the suite, Gál brings multiple sources of inspiration to the
form. Including elements of da capo aria in a movement marked cavatina seems somewhat of a
contradiction, but this mixture of unlike musical elements in some ways is the purpose of the
work. Baroque composers sought to unite dances from all over Europe in the dance suite. Gál
seems intent on uniting musical ideas not just from different cultures, but different eras of music.
In the first movement, Gál joined Bach’s prelude and fugue with traditional Hungarian music. In
the second movement, he combined a Turkish march with sonata form and a romantic Viennese
song.
In the Cavatina, Gál combines the instrumental cavatina with the aria form that it was
originally distinguished from in the eighteenth century. The ABA binary form begins as a
simple song that develops into a dramatic, operatic passage. As in Beethoven’s cavatina, Gál
follows this not with a fast section as an aria composer would do, but with a similar yet
contrasting B section. When the A section returns, it is substantially ornamented, much as the da
capo of an aria would be. The result is an amalgamation of the two that is very much in line with
the character of Gál as a composer.
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In the form of the Baroque suite, this middle movement should be a dance, and, as a slow
movement, Gál likely intends for the Cavatina to serve in place of a sarabande. Other
similarities to the sarabande include the use of triple meter, and a songlike character that is
prevalent in those written for solo cello by Bach.
The Song
The Cavatina is primarily in E-flat major, which is the relative key of the C minor in
which the suite began, and is related to the previous movement—G minor—by a third. E-flat is
a somewhat difficult key for the cello. The third of the scale being on G means that oftentimes
the open G, which is a wonderfully sonorous note on the instrument, is not precisely in tune
within the E-flat major context, as string players adjust the pitch temperament to create purer
chords. In addition to this, there is some technical hardship due to the large number of
extensions that the key often demands. For these reasons, works which focus on the cello
usually do not use E-flat major—it typically lacks the possibilities in color that other keys allow
access to, and cellists usually are not fond of it. In spite of this, Bach chose to write the Suite for
Unaccompanied Cello no. 4 in E-flat major, which explores many of the darker sonorities of the
instrument.
The form of the movement is A-B-A-Coda, with the second A section being an
ornamented da capo of the first A section. The B section is a reinterpretation of the motivic
elements of the A section, made distinct by a shift in color and modulation toward first C minor
and then G minor. Unlike the other movements of the suite then, the Cavatina includes only one
real thematic idea, making it a far simpler composition.
The movement begins with Gál introducing the melody and a number of motivic
elements that will play a role throughout (Ex. 67).
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Ex. 67. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 1–4. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Nearly the entire thematic content of the movement is contained within these first four measures,
as was the case for the B section of the previous movement. Segment 1 consists of quarter notes
moving stepwise followed by a leap. Segment 2 consists of a dotted quarter note followed by
three eighth notes. Segment 3 is two quarter notes followed by two eighth notes, making use of
the major third and perfect fourth in the melody. Segment 4 is simply a half note with grace-note
ornamentation. The ornamentations in these segments are sometimes significant thematically,
but at other times they are omitted.
This beginning is focused primarily on establishing the thematic material and the key,
offering a simple motion that moves upward to measure 3, and then downward again. The grace
notes provide gentle impulses, underlining what would be a sparsely accompanied moment were
this material to actually be placed in an opera. The harmony serves to establish the key as E-flat,
and the use of ii as a dominant function foreshadows Gál’s use of ii throughout the movement.
The melody itself is gentle and sentimental, in a character similar to most cavatinas of
this sort. Joachim Raff’s Cavatina for Violin and Piano begins in similar fashion, as does the one
from Beethoven’s quartet. The cavatina was often used to introduce an opera character in the
early nineteenth century, such as in “Ecco, ridente in cielo,” and these instrumental cavatinas
appear to emulate this less dramatic, introductory quality.
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The Beethoven cavatina is notable in being very similar to Gál’s in character, key and
compositional approach (Ex. 68).

Ex. 68. Ludwig van Beethoven, Quartet no. 13, op. 130, V. Cavatina, mm. 1–9, first violin part,
New York: Dover Publications, 1970, accessed, February 24, 2016,
http://burrito.whatbox.ca:15263/imglnks/usimg/4/4d/IMSLP04767-Beethoven__String_Quartet_No.13_Dover.pdf
Beethoven’s melody has a number of similar qualities. The theme is primarily stepwise with an
occasional leap, and the range of notes is similar—Beethoven uses an octave and a fifth while
Gál uses an octave and a sixth. Both themes also follow a similar, simple arc. However, the
most important similarity is the character of the melodies—both are unhurried, sentimental
themes that lend themselves to romantic expression.
As can be seen in the example, Beethoven’s melody also includes motivic material that
develops immediately, beginning in measure 4.5 Beethoven often composed in this fashion,
developing motives and interchanging them in multiple ways. Gál uses a similar method of
constructing his movement, although his melody is somewhat more flowing in nature—
Beethoven’s melody still somewhat resembles those of the eighteenth century more than those of
the nineteenth. In this respect—as in the previous movement—Gál more resembles Brahms,
combining lyrical melody with tight motivic construction.

5

There is some new motivic material that had not appeared in the melody before, it had already been
introduced in the accompanying parts during the first three measures.
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The color of the Beethoven cavatina is somewhat muted and otherworldly, and this is
contributed to by the use of E-flat major—the music lacks the brightness or openness that other
keys typically give to the sound of the string quartet. Bach’s E-flat suit employs a similar sound
in the slower-tempo Sarabande, even dulling the usually bright D of the cello by moving it to Dflat (Ex. 69).

Ex. 69. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 4 in E-flat major,
“Sarabande,” mm. 1–4, New York: Dover Publications, 1988, 23.
Gál’s melody creates a similar color, being more muted, darker, and lacking the more
open sounds of the instrument. This seems to help establish the more personal, somewhat
introverted character of the movement. Gál does allow for a point of inflection with the high G
in measure 3, which is a brighter note on the instrument, and this serves to give the melody a
somewhat more operatic quality it.
Gál begins to develop the motivic material in the next phrase (Ex. 70).

Ex. 70. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 5–10. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Measure 5 and its anacrusis are based on segment 1, but Gál reverses the direction of the first
three notes, moving up instead of down. In measure 1, each of the first three quarter notes was
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separated by a step, but here Gál varies the pattern somewhat by placing a half step between the
first two notes, but a step and a half between the second and third notes, keeping the original
spacing of a major third between the first and third notes. The fourth quarter note is a fifth
higher, as before, and both times the segment ends on F-natural.
In Measure 6 Gál repeats the segment, but uses a modified retrograde procedure as the
notes are transposed to the tonic chord. Beginning on A-flat, the music moves down a half step
to G, whereas it had moved up a half step in the previous measure. Gál moves down a major
third to E-flat, which is a departure from the minor third up from G to B-flat in measure 5, but as
the original segment used a major second between these two notes, further modification of this
interval is consistent with the music thus far. This also acts as a tonal modification to the
retrograde procedure that often leads to atonal results. The final quarter note is delayed a beat, as
the E-flat moves to A-flat on the second beat of measure 7.
Measures 7 and 8 are both further developments of segment 2. In measure 7, Gál
lengthens the dotted quarter note from before into a half note, then compresses the eighth notes
into a triplet, but preserving the stepwise motion through the fourth. The following measure
differs more, this time repeating the pitch from the half note by compressing the eights further
into sixteenths, and moving back down to B-flat instead of up to D. This creates an unexpected
moment in the melody that Gál will continue to exploit in the harmony (see below).
Measure 9 is derived from segment 1 again, this time written as eighth notes instead of
quarter notes, utilizing rhythmic compression. However, the interval structure is the same as in
measure 5, the three notes covering a major third followed by a fifth. Gál then moves up a half
step to an E-flat eighth note and replicates a retrograde-like the iteration of segment 1 from
measure 6, although the E-flat itself is used to pivot between the two segments. The following
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C-B-flat-A-flat eighth notes moving downward are analogous with the segment 1 pattern from
measure 1, but Gál uses the minor sixth to the low C instead of a perfect fifth as in measure 1.
Character-wise, the melody has now blossomed into a more extroverted configuration,
reaching higher into the upper register of the cello, and Gál writes the height of the phrase at
mezzo forte, suggesting that this is not as of yet the climax of the theme. The grace-note chord
before the high A-flat provides an emphatic gesture as the color shifts to something much
brighter than before, and the compression of the rhythm in measures 7 and 8 call to mind a
singer’s rubato, holding the long note for extra value and then hurrying through the shorter notes.
Were Gál to reuse this melody as a song, the singer would likely stop at the end of measure 8, the
eighth notes in the next measure being a more accompanimental figure.
Gál navigates the color of E-flat in an interesting manner. The normal sound of the key is
to be darker and more restrained, but as was seen in measure 3 (see Ex. 67), certain notes can
still achieve a brighter sound. Gál moves to the upper range of the instrument in measure 6,
considerably brightening the color, and sustain this in measure 7 by using the C half note, which
is a naturally more resonant note on the cello. The color darkens again in measure 8 when Gál
moves to the lower A-flat, shifting the character after the climax of the phrase back toward the
more restrained color. Gál however finds a more resonant sound within this color on the third
eighth note of measure 9 by using the open C and G strings, adding a deeper sonority to the dark
color, and subverting the relative muted quality of the key.
The harmony moves from V to I at first, re-affirming the tonic key before moving on to
ii, but then turning suddenly and unexpectedly toward vi in a sort of deceptive motion, since the
ii-i progression had previously been established.6 Gál uses the ii chord again as a dominant
function, seemingly tonicizing C minor. However, Gál pivots on the held C to an F chord, which
6

The F is the root of the chord, as will be more clear in the da capo section.
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turns out to be ii moving to V7, setting up a drawn out return to the tonic key as Gál moves back
to ii and then back to V again, before finally coming to I (Ex. 71).

Ex. 71. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 10–14. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The triplet of measure 10 is a variation of segment 1—compressing the rhythm of the
original quarter notes—that moves up a fourth instead of a third so that Gál can move up to C
instead of B from the following fifth. Measure 11 comes from segment 2, preserving the fourth
relationship between the first and last note, even if the notes in between differ. The third
between measures 11 and 12 is similar to the third in segment 3, but perhaps comes early, since
in the original theme the last note of segment 2 repeats in segment 3 (see Ex. 67). Measure 12
appears to reference segment 2, but changes the dotted quarter to an eighth note, but covering the
same intervals, just with the position of the half step shifted. Measure 13 is derived from
segment 1, but with the B-flat that moves down to A-flat written an octave down, and the third
quarter note being changed to a dotted-eighth note so that the final note can arrive early. The Eflat creates a minor sixth instead of a perfect fifth, but Gál previously substituted the interval—he
does not seem overly strict about the procedure. Measure 14 is from segment 4, being simply an
extended half note.
Gál increases the drama in this section, adding several large leaps and rebuilding from the
lower register twice. The use of the low strings in measure 13 in particular adds to this effect,
allowing the entire instrument to add to the sound through the double stops and rolled chords,
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again creating a more resonant sound than the key usually entails, and creating a dark yet
sonorous color.
The increased drama leads to a buildup to what will be the climax of the A section (Ex.
72).

Ex. 72. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 14–20. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Measures 15–16 are interesting harmonically as Gál moves briefly to C minor, sliding up
parallel major sixths. From there Gál uses the C minor chord as vi7 in E-flat, re-establishing the
tonic key by moving to V/V and then V. The range through this passage grows even larger,
moving from the low C string up to 3 octaves higher. The large range combined with the
multiple gestures from the low strings to the high strings of the instrument, as well as the upper
register in measure 20, now makes the previously introverted E-flat major a grandiose and
resonant color. This is much the same way in which Bach uses the key, using it to create the
most grandiose prelude of the cello suites (Ex. 73).

Ex. 73. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 4 in E-flat major, “Prelude,”
mm. 1–4, New York: Dover Publications, 1988, 19.
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In Gál’s cavatina, the E-flat pitch in measure 14 from the previous section moves down to
G, which is another use of segment 4. This transitions into segment 1 in measure 16, Gál
working up A-natural-B-natural-C and then up the fifth to G. He can use the minor third
between A and C instead of the major, having established these as interchangeable in the
previous phrase (see Ex. 71), and moving up a fifth instead of a fourth, as was done in measure 5
(see Ex. 70). Measure 17 is from segment 4, but is cut short by the anacrusis into segment 3 in
measure 18, the pitches matching up almost exactly to the original, but the last eighth note
excluded and changed to a quarter note in the next measure, as Gál makes use of rhythmic
augmentation. Measure 19 is the variation of segment 1 from measure 6 (see Ex. 70), with the
grace-note double stop now made into an eighth note, and the rhythm compressed to change the
first three quarter notes of the segment to eighth notes, but the final note, B-flat, is changed to a
dotted quarter. This B-flat in measure 20 also serves as part of segment 2, as the eighth notes
turn around the B-flat.
The dominant finally resolves in measure 21 at the climax of the A section (Ex. 74).

Ex. 74. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 21–27. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The I chord moves to vi and then minor iv7, which is unusual—Gál seems to have borrowed it
from E-flat minor, and continues this by using the flat sixth, C-flat major, in measure 34,
providing strong motion toward G-natural and B-flat. Gál makes use of this as he moves to the
dominant and then I. Gál adds a short extension—moving from V to I—ending section A.
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Measures 21–22 are the same variation of segment 1, actually moving stepwise
downward, but Gál hides the leap to the fifth in the grace-note chord for the first iteration, and in
the bass of the eighth note chord for the second iteration. Measures 23–24 make use of segment
2, with Gál delaying the second half of the segment by moving down from D-flat to C-flat before
moving on to the eighth notes, turning around what turns out to be G-natural in much the same
way that the segment was used in measure 20 (see Ex. 72). The cadence in measure 25 is
derived from segment 4, with the grace notes extended over the first beat and the half note cut
short to compensate. The remainder of the passage, measures 26–27, is an extended cadence that
comes to rest on the half note E-flat, relating back to segment 4 again. Gál also makes use of a
hemiola in measures 25–26, which is a frequent feature in Brahms’s music.
The high A string notes with the low chord rolls through this passage portray a great deal
of drama, and the minor seventh—disguised in measure 23 by the A-flat eighth note—also gives
a dramatic, heart-tugging edge. Measure 23 is also a written out rallentando, with the grace
notes drawn out over a beat. Lingering on the C-flat leaves the key momentarily unclear, as does
the sound of the iv chord in general. All of this is furthered by the coloristic use of E-flat major.
Measures 21 and 22 make the same use of the range of the instrument as the previous passage
had done, with the open G and C strings in the grace notes contributing greatly to this. However,
in measure 23 the A-flat-E-flat double stop and the held D-flat again darken and make more
intimate the color of the music.
Contrasting Drama
From the climax in measure 21 the music moves downward toward the diminuendo into
measure 25, marked piano on the cadence. This brings the music back to its introverted
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character from the beginning of the movement, a feeling continued in the following cadence to
the end of the A section in measure 27.
Gál then transitions to the B section of the movement (Ex. 75).

Ex. 75. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 27–32. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál begins to move toward C minor in this section, with a great deal of back-and-forth action
between E-flat major and C minor as they alternate tonicization by the leading tone. This creates
a feeling of uneasiness, as the center of the key in this passage is not clear.
In spite of this being a contrasting section, Gál uses the same thematic material
throughout, but now allows for greater variance and development than in the A section. This is
somewhat different from the Beethoven cavatina, where Beethoven introduces new material in
the B section of his work. Instead it resembles Raff’s cavatina more in this respect, being closer
to monothematic in nature. However, Gál’s melodic invention is more creative than Raff’s,
reorganizing the same thematic material into a very different sounding melody.
Measure 29, where the new theme begins is a variation of segment 4, with Gál changing
the half note into two quarter notes an octave apart, along with the anacrusis variation that he
first used in measure 13 (Ex. 71). Measure 30 is a variation of segment 2, but Gál uses the major
third at the end of the measure to give a stronger motion into the segment. Measure 31 varies
segment 4 yet further by using the tenth instead of the octave. Measure 32 is segment 2 used
again as in measure 30, the major third pressing toward measure 33.
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All of this is very similar to what Gál wrote in the A section, but the overall effect is
much more active and dynamic. More active measures in the A section had been interspersed
with less active measures, both rhythmically and harmonically. In this passage the unsettled
harmony coupled with the more active rhythm brings a distinct change of character. This effect
is aided by the modulation, now moving to the darker but more sonorous C minor key, but this is
tempered with the uncertainty of the minor v chord.
Gál continues this in the next phrase, using grace-note chords to move the music along
(Ex. 76).

Ex. 76. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 33–36. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The segment 1 procedure from the previous section continues through the first beat of measure
33, which also serves as the first quarter note of segment 3 in measure 33. The intervals are
reversed, with the half step coming first, followed the minor third (see Ex. 67). Measure 34 uses
the intervals from segment 3 in the original order, but inverts the minor third and changes the
half step to a major second. Measure 35 and 36 make use of segment 4 in much the same way it
was used in measure 25 (see Ex. 74), with an additional grace-note chord, giving a strong
arpeggiated chord to the motive that had before been a simple chord roll.
The harmony now firmly acknowledges C minor through the V-i relationship, emerging
from the previous ambiguity. This results in a great deal of drama, aided by the wide range of
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the notes, moving up and down the register of the cello over only a few beats, eventually moving
to the high B-flat, providing the highest point of tension of the B section.
Gál carries this tension downward, resolving it in measure 38 with a resolute cadence on i
(Ex. 77).

Ex. 77. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 37–39. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The falling eight notes into the cadence have a type of vii motion to them, with F-sharp moving
to G and D moving to E-flat, but the A-natural, F-natural, and D in measure 38 also imply a ii
chord. In any case, Gál outlines the C minor arpeggio in measure 38, marking a major arrival
point of the B section. C minor, however, acts as iv of G minor, and the music begins to move
toward this key.
Measure 38 is a derivation of segment 3 with a written out rallentando, with the chord
roll and stretched out D accomplishing this. The order of the intervals is again in retrograde, but
with the half step being altered to a whole step down instead of up, as in measure 22 (see Ex.
74), and the major third altered to a perfect fourth down instead of a major third down. Gál
writes a quarter note tied to an eighth note instead of the dotted quarter, probably to distinguish
this from segment 2.
Having reached the climax of the B section, Gál now begins to move toward G minor in
anticipation of the return to E-flat major (Ex. 78).
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Ex. 78. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 40–45. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The A-flat major chord in measure 40 functions as the Neapolitan in G minor, firmly moving
toward G now. This is followed by the i64 chord in measure 41, recalling an analogous spot in C
minor, measure 33 (see Ex. 76), which moves to V7/V and finally V in measures 43. Gál then
moves to a diminished third between E-flat and F-sharp in measure 44, which he uses as a
dominant function to move to i in measure 45.
Tension in the music rebuilds after the previous cadence in measure 38, the sixteenth
notes having adding powerful forward motion into the A-flat major chord. After the resolution
in measure 41, the drama begins to decrease as Gál works down the register of the cello, and the
leaps begin to disappear from the melody as the music eventually settles on the low G in measure
45. This transition back to G minor begins to shift the color to a more muted aspect again, as the
range becomes smaller, and the frequent use of the low open strings subsides.
Measures 40–43 are further developments of segment 3, measure 41 following a similar
pattern to measure 35 (see Ex. 76). This acts somewhat as a counterpart to measures 21–24 in
the A section (see Ex. 74). Measure 44 is derived from the same procedure on segment 2 that
produced measure 12 (see Ex. 71), and measure 45 is simply segment 4. The previously intense
rhythmic activity begins to decrease after measure 41, with the two measures of quarter notes in
a row slowing the momentum of the music.
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This leads into the end of the B section that transitions back to the A section, further
decreasing rhythmic activity (Ex. 79).

Ex. 79. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 45–49. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The harmony simplifies as well, with the G minor chord in measure 45 carrying through the next
measure before becoming obscure in the last two measures. The D, which is held over three
measures with rallentando, loses context and its function within G minor is unclear. Moving into
the upper octave on the harmonic D further contributes to this effect, leading to a very
mysterious ending to the B section. The D then serves as the leading tone to transition back to Eflat major.
All of the melodic segments are from segment 4 except for measure 46, which comes
from segment 3. The last D held through measure 49 gives a written-out rallentando in addition
to the one he marks in measure 46. This is also the quietest moment in the movement thus far, as
well as the least active, adding further to the mystery and suspense that Gál has created. This
also helps to re-create the muted, somewhat mysterious color from the opening.
Da Capo
Section A returns in measure 50, acting as a written-out da capo to the form (Ex. 80).
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Ex. 80. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 50–53. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The da capo in eighteenth century aria allowed the performer a chance to add ornamentations
and variants to the original melody,7 and Gál seems to have had this in mind, writing out the
ornamentations that a singer might improvise to the original melody. This passage begins in
identical fashion to the beginning of the movement, but triplets replace the eighth notes from
earlier.
These additional ornamentations do not change the harmony, which is identical to the
previous section, making this second A section a true da capo. These ornamentations that Gál
inserts accentuate the character of the music that he had previously written and provide an
improvisatory aspect to the music.
Gál adds these ornamentations in a variety of ways, the example in measure 51 being an
added turn from B-flat to A-natural and back that necessitates the change in rhythm. He makes
use of other ornaments in the following bars (Ex. 81).

7

Ibid.

167

Ex. 81. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 54–59. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál offsets the quarter notes from measure 5 (see Ex. 70) by half a beat, creating a new
ornamentation. He climbs to the high B-flat in measure 55 instead of the low one from the
original section that had been written as a grace note, and adds an extra chromatic note to what
had previously been triplets in measure 56. Gál also adds extra notes in 57 and 58, altering the
rhythm as necessary to accommodate them.
Gál continues to ornament in like fashion, enhancing the drama of the music by giving it
a more arpeggiated, fuller sound (Ex. 82).

Ex. 82. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 59–63. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The ornamentation helps to clarify Gál’s earlier harmonic ideas, allowing the chords to be
further fleshed out, such as in measure 66 (Ex. 83).
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Ex. 83. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 63–69. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The character of section A shows no real change in the da capo until measure 69, where
Gál writes a diminuendo into measure 70 in place of what had previously been a crescendo. The
climax of the A section is then presented at piano instead of forte as it had been earlier (Ex. 84).

Ex. 84. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 69–76. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Instead of the dramatic, bold melody from measure 21 (see Ex. 74), Gál now changes the
character of the melody to a quiet, introverted one, giving this phrase a bittersweet feeling. The
key of E-flat seems especially helpful in this effect, the darker color making this easy to achieve.
As before, the A section ends on a held E-flat, but this time Gál moves on to a brief coda (Ex.
85).
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Ex. 85. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 77–80. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The coda section begins much the way that the B section had, but with some important
distinctions. The eighth notes from measure 28 (see Ex. 75) revert back to the quarter notes from
segment 1 that they were originally derived from, but the D-flat at the end of the measure is
unexpected, dropping to the vi6 chord in measure 78. The G-flat moves to G within measure 78,
but then down the major second to F-flat in measure 79, leading to the Neapolitan chord—
essentially substituting it for the ii chord. Gál moves to V, but then deceptively to iv6. There is
also a rising major sixth through measures 78–80, as E-flat-C moves to A-flat-F-flat and finally
C-flat-A-flat. This is leading toward the E-flat-C in measure 83 that seems to be Gál’s goal (Ex.
86).

Ex. 86. Gál, Suite for Violoncello Solo, III. Cavatina, mm. 81–85. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The scale into measure 82 interrupts the pattern from the previous three measures, and
seems to move toward E-flat major. The flat-VI chord in measure 83 is borrowed from the
parallel minor and serves as a dominant function, with C-flat moving down to B-flat and G-flat
moving to G. Interestingly, Gál withholds the third of the I chord until the final measure,
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temporarily making E-flat minor a possibility for the chord before settling on the G-natural. The
G will move to C at the beginning of the next movement, giving it a dominant function.
The overall feel of the coda is one of mystery and increasing tension in the first 4
measures, whose resolution gives the movement a sunny conclusion in E-flat major. Like the
first movement Introduzione, it ends quietly and somewhat ambiguously. It is certainly a tonic
chord, but the E-flat is only in the grace note, and the long G weakens the feeling of tonic. This
does however serve to set up the fourth movement, which will begin in C major.
Performing the Cavatina
Performing the Cavatina is somewhat simpler than the other movements, especially as it
does not contain a secondary concept in a completely different style. The primary character of
the Cavatina is a singing, aria-like quality that permeates the entire work, and this is a common
style for cello music. The performer needs to bring this singing quality out by emphasizing a
number of musical aspects, beginning with the legato phrasing of the music.
Gál writes very few notes as being bowed separately throughout the movement, most
measures being marked as slurred together or split between two slurs. The difficulty is similar to
that of the B section of the second movement, in that the performer needs to sustain the melody
line while also performing the accompanimental parts, such in the first phrase of the movement
(see Ex. 67). At the same time, the double-stopped grace notes and other chord rolls throughout
the movement need to be handled gently, rolled in the fashion that a piano accompanist would
with a singer.
Phrasing is another important consideration, with the phrase typically being about four
measures in length. Gál makes the direction of each phrase fairly easy to understand both
through the direction of the music and the use of expressive markings. Although nearly all notes
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are marked as slurred, separating some of them for expressive purposes—especially in the forte
passages—can greatly aid in performance as long as the overall feel of legato is maintained. The
performer should strive to emulate an operatic aria style throughout, feeling free to use rubato as
necessary.
As has been noted above, the use of color in this movement plays an important role, and
Gál’s clever use of E-flat major should be fully exploited. For the performer, this should mean
exaggerating the differences in color that Gál writes. For example, the opening phrase is in a
subdued character (see Ex. 67), but at times Gál brings it to a brighter moment, such as in
measures 21–22 (see Ex. 74). When he pivots by lowering the register or taking away the open
strings, such as in measure 23, the performer should adjust accordingly in order to bring this
feature to the audience’s attention.
The character change in the B section is not as extreme as the changes in character in the
other movements, but nonetheless the performer should make some alterations to the feel of the
music when the change occurs. The dynamic changes much more frequently through this
section, and the music is much more dramatic with its constant rising and falling. The performer
should choose bowings to accentuate this, likely playing many measures as separated, such as
measures 33–34 (see Ex. 76).
The da capo is nearly identical in character to the first A section, but the use of
ornamentation invites a feeling of improvisation to the music. Considering the added notes in
the manner that a singer would the ornamentations of an aria should provide the performer with
insights about how to handle this. Gál was aware of improvisatory practice in this style of
music, and no doubt would have invited tasteful rubato and other gestures to put the
ornamentations in their proper context.
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The ending is very similar to the ending of the Introduzione, and a similar approach
should be taken to help the audience make this connection, exploiting the harmonic ambiguity
produced by the fermata. As the last note of the movement leads directly into the Rondino,
moving quickly into the next movement with minimal time in between should be considered. An
attacca would likely be too jarring, and there is no indication of such, but too long of a pause
might disrupt the context between movements that this ending provides.
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CHAPTER SEVEN
RONDINO: THE LEAPING RONDO
Rondo and Dance
The finale of Gál’s Suite for Violoncello Solo in many ways embodies the whole of the
work. Gál’s concept of the suite—the combining of multiple musical elements from different
cultures and eras—comes to full fruition in this movement, creating a varied and oftentimes wild
conclusion to the suite.
The movement is titled Rondino, and is in a truncated sonata-rondo form. As with the
aria form of the previous movement, the rondo has some allusions to dance. In late seventeenthcentury and early eighteenth-century France, the term en rondeau often appeared alongside the
title of a dance movement—for example Jean-Philippe Rameau’s Menuet en rondeau. Later in
the eighteenth century, as the rondo developed into its modern form, composers still infused
dance-like characteristics into it.1 For this reason then Gál seems to feel justified including the
rondo in his suite form, and he will further this by each thematic area of the rondo itself being a
different type of dance.
The entire suite also reflects the classical-era symphonic form in its structure. The first
movement begins with a slow introduction, followed by a serious, contrapuntal allegro. The
second movement is similar to a minuet and trio in construction,2 and is followed by a slow,
melodic movement incorporating songlike elements, similar to the classical sonatina. The rondo
finale is also common to the late eighteenth-century symphony, in particular the sonata-rondo
form. In addition to the suite characteristic of the work, then, this piece also has some

1

New Grove Online, s.v. “Rondo,” by Malcolm S. Cole, accessed February 14, 2016,
www.oxfordmusiconline.com.
2

The baroque minuet pairing being of course the predecessor of the minuet and trio.
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characteristics of the symphonic form. The overall movement structure of the symphony often
was applied to the sonata in the nineteenth century, such as Brahms’s Cello Sonata no. 2, which
shares a similar structure: a first movement in sonata form, a slow second movement, a songlike
third movement, and a concluding rondo. So then as with each movement of Gál’s suite, the
overall structure of the suite includes an amalgamation of two unlike things.
The Rondino is based upon a shortened sonata-rondo form, having an organization of AB-A-C-A′-B′-coda. The first three sections, A-B-A, make up the exposition of the form, as the A
section modulates into what becomes A major in the first B section. The C section acts as a
development, featuring many modulations and odd keys. The last portion of the work, A′-B′coda, acts as the recapitulation—repeating the thematic material, but now without the modulation
that occurs in the exposition, the B theme now being in the tonic key. Gál omits what should be
the final A section in favor of a coda that blends with the second half of the B section, thus the
name Rondino, “little rondo.”
Gigue
The A theme of the rondo begins in 6/8 time, and takes on the dance characteristic of a
gigue. Historically, the gigue was a type of leaping dance developed from the jig of the British
Isles that developed into a musical style featuring a triple or compound meter and an emphasis
on the strong beat. Gál’s gigue resembles most the later Baroque style of the dance that Bach
often made use of, featuring a great deal of complexity and use of counterpoint.3 Bach
concluded each of his six of his cello suites with a gigue, and Gál here makes use of it in similar
fashion.

3

New Grove Online, s.v. “Gigue,” by Meredith Ellis Little, accessed February 14, 2016,
www.oxfordmusiconline.com.
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The movement is marked Allegro ma non troppo, with the eighth note at 152. The brisk
tempo ensures that the 6/8 has the feeling of being in 2, as is usual for the meter. The movement
begins—and will end—in C major, creating a bookend with the C minor that the suite began in.
As noted above, both the Introduzione and the Fughetta parts of the first movement are primarily
in C minor, but end in C major. The second and third movements were both related to C minor
rather than C major—G minor and E-flat Major, respectively—so the C major endings in the first
movement were perhaps a way to set up the final movement.
The previous movement had ended on a single sustained G just below the first C of the
Rondino (see Ex. 86), which is part of the final E-flat major chord of the movement, but also
serves to give the feeling of V of C major, setting up the opening chord of the Rondino (Ex. 87).

Ex. 87. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 1–2. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Gál does not overemphasize the meter in the opening, instead using the motion from the
anacrusis to give the music direction, also making use of the dissonant chord on beat 3 of
measure 1 for similar effect by placing the resolution on beat 4. The rhythms are organized
around each half measure, aligning with the meter of two, and Gál will continue this through the
A section.
Gál’s tonal language becomes more varied and colorful in this movement than in the
others, adopting a number of ideas that are presented in this opening. The leading tone is used
frequently throughout the movement to tonicize the chord, as seen in this passage by the use of

176

D-sharp leading to E. More unusual progressions to I are also common in this movement, as
seen by the plagal progression in measure 2.
Gál also makes use of more conventional means of harmonic progression in the
movement, as seen in the next three measures (Ex. 88).

Ex. 88. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 3–5. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Gál makes use of chords in these measures to indicate the harmony in more direct fashion, as
well as reinforcing the gigue aspect by making the strong beats more powerful. As before,
anacrusis figures before each strong beat help to accentuate the gigue meter and to move the
music forward.
The passage begins on vi, and Gál uses D-sharp on beat 3 of measure 3 as a leading tone
to E major on beat 4, suggesting V/vi and a shift toward A minor. The anacrusis into the next
measure on beat 6 again is a turn, tonicizing A with the leading tone G-sharp and the supertonic
B. The A however turns out to be the fifth of a D minor chord as Gál moves back toward C
major. Essentially, E major moved to D minor, with G-sharp moving to A, E moving to F, and
the high E from beat 2 moving to D. This is deceptive motion in A minor, with V moving to iv6,
which is ii6 in C major.
The impulse given by the rhythm of the melody has followed a pattern of the upbeat
leading into the next two beats, followed by an upbeat again. Bach also uses this rhythmic
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impulse in gigues that he writes, such as in his Suite for Unaccompanied Cello in D minor (Ex.
89).

Ex. 89. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 2 in D minor, “Gigue,” mm.
1–4, New York: Dover Publications, 1988, 9.
This rhythmic impulse helps to define the downbeat’s importance, as well as creating forward
motion in the melody. However, once this pattern has been established it can be deviated from
without losing the feeling of the gigue. Bach exploits this to develop his music further in the
movement (Ex. 90).

Ex. 90. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 2 in D minor, “Gigue,” mm.
41–46, New York: Dover Publications, 1988, 9.
Although the basic elements of the rhythmic emphasis are still present, Bach can afford to be less
obvious about the gigue rhythm and impulse because the listener continues to associate the basic
rhythmic aspects with the concept from the beginning of the movement.
Gál also takes advantage of this to allow for greater developmental possibilities and to
establish new thematic ideas that he will makes use of later in the movement. This begins in
measure 5 of the Rondino. The established impulse of the gigue has been two-eighth-note pattern
followed by a different event of some kind on the third eighth note: either a different note as in
the first half of measure 1, or an anacrusis to the next measure as in the second half of the same
measure (see Ex. 87). This pattern now largely disappears, only being referenced in measure 6
during the next passage (Ex. 91).
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Ex. 91. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 5–8. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Gál begins on the IV chord, with the B-flat moving down to A and through B-natural to
C. F major moves via tritone relationship to C-sharp diminished, which moves immediately to D
minor half-diminished seven, making C-sharp viiº/ii. In the next measure viiø7 moves toward I in
the same fashion of resolution that Gál used in the first two measures (Ex. 87). This iiø7 holds a
great deal of tension, particularly between the A-flat and D, which Gál highlights as a double
stop on beat 2 of measure 6, but then resolves to V7. The V7 could resolves to I through the use
of the staggered resolution procedure, stretching it through the entirety of measure 7.
Measure 8 is interesting as it includes A-sharp, B, and G-sharp, but still sounds as part of
the I chord. Due to the motion in the previous measure, the B and G-sharp imply a C and Gnatural that are not actually present in the measure, providing a brilliantly colored finish to the
phrase.
These eight measures constitute the first section of the gigue. As in his other dance
movements, Bach included a contrasting second section in his gigues, offering an alternate
interpretation of his theme. The gigue from his Suite for Unaccompanied Cello no. 3 in C major
is an example of this, the first presentation of the melody being fairly typically of a gigue (Ex.
92).
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Ex. 92. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 3 in C major, “Gigue,” mm.
1–5, New York: Dover Publications, 1988, 15.
However, when Bach begins the second section he uses a different thematic idea with a very
similar harmony (Ex. 93).

Ex. 93. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 3 in C major, “Gigue,” mm.
49–53, New York: Dover Publications, 1988, 9.
As Gál moves forward in the gigue portion of the movement he begins to introduce some
contrasting ideas of his own, but continues the overarching gigue concept (Ex. 94).

Ex. 94. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 9–14. Suite for Violoncello Op. 109B
by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured. All
Rights Reserved. Printed with permission.
Gál uses measure 9 as a transition between the two halves of the gigue—the rhythm still
relating to that of the opening. The chords emphasize the strong beats, and the leap down to beat
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6 of measure 9 gives the feeling of a one-beat anacrusis. The harmony begins on a F-sharp
minor seven chord that moves toward V, with C-sharp moving to D and E moving to F-natural,
but F-sharp moves down to F-natural, frustrating the leading tone. This leads to V7, which in
turn moves toward V7/V, with F-natural moving back to F-sharp and B moving to C. This gives
an overall dominant feel to the measure, with both the leading tone chord and the dominant
chord of G being present. The pedal G further emphasizes this, but interestingly Gál avoids
twice chances to move the F-sharp to G, moving down to E instead after the second F-sharp.
In measure 10 the resolution to I occurs, and the rhythmic impulse of the theme changes.
The earlier gigue pattern is now reversed: instead of the first two eighth notes of each group of
three being the impulse of the rhythm, the strong beats of each measure are now the sole
impulse, with the two eighth notes that follow leading into the next grouping as an anacrusis.
Bach also made use of this pattern, such as in the gigue from the Suite for Unaccompanied Cello
no. 1 in G major (Ex. 95).

Ex. 95. Johann Sebastian Bach, Suite for Unaccompanied Cello no. 1 in G major, “Gigue,” mm.
1–4, New York: Dover Publications, 1988, 5.
This change in the impulse of the rhythm of the gigue relaxes the intensity of the music,
and Gál simplifies the harmony to emphasize this, now using V-I motion instead of the complex
colors of the previous eight measures. The wild, rustic nature of the earlier gigue is now
transformed into something more subdued and graceful. The long passing tone B in measure 13
adds to this effect, and is an element that Gál will incorporate into the B section of the rondo.
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Gál now closes out the gigue and the A section of the rondo form, transitioning to the B
section (Ex. 96).

Ex. 96. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 14–17. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The rhythmic variation in measure 14 is consistent with the second portion of the gigue, and is
also one that Gál will revisit later in the movement. After the V7 to I in measure 14, Gál begins
to transition to A major, moving to the Neapolitan of A in measure 15 and then on to V7 in the
same key. This at first makes it sound as if the music is modulating to A minor, as Gál holds
back the C-sharp until measure 17, and it becomes obvious to the listener that Gál has moved to
A major (Ex. 97).
Waltz

Ex. 97. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 17–21. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Each section of the Rondino takes its theme from a different type of dance. While the A
section was in the character a gigue, the B section takes on the character of a waltz. The waltz is
most famous for its lilting triple meter, but by late in the romantic period, it seems that the
famous “oom-pah-pah” could often be assumed from subtle cues in the music, and could be
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implied without being explicitly written out.4 Richard Strauss utilizes this in the first waltz
sequence from Der Rosenkavalier; largely implying the waltz beat (Ex. 98).

Ex. 98. Richard Strauss, Der Rosenkavalier, Erste Walzerfolge, mm. 59–66, London: Boosey
and Hawkes, 1943, accessed February 24, 2016,
http://conquest.imslp.info/files/imglnks/usimg/c/c3/IMSLP31872-PMLP29341-Rosenkavalier__Act_I.pdf.
Strauss does not write an explicit waltz beat, but he subtly implies it through rhythmic
cues. The strings give an impulse on beat two in measures 59 and 60, which helps to establish
the waltz, but otherwise there is little motion on this beat through the passage. The bassoons
playing on the downbeat—occasionally joined by the low strings—give the needed impulse for
the beginning of the measure, and the longer notes help to stress the beat. However, a strong
downbeat alone could imply any sort of a dance. The swift tempo helps, but the melody itself is
probably the strongest indicator of a waltz. The waltz seems to have become very attached to a
certain character of Viennese melody in the nineteenth century, particularly under Johann and

4

New Grove Online, s.v. “Waltz,” by Andrew Lamb, accessed February 15, 2016,
www.oxfordmusiconline.com
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Josef Strauss,5 so that a graceful and carefree tune in triple meter such as this with the correct
musical cues was readily associated with the waltz. The dotted-quarter note rhythm in measure
63 in particular seems to help indicate something waltz-like about the melody.
Dotted rhythms were not always present in waltz melodies, but they did play important
roles sometimes, such as in Johann Strauss’s Wiener Blut Walzer (Ex. 99).

Ex. 99. Johann Strauss II, Wiener Blut Walzer, mm. 51–59, first violin part, ed. Viktor Keldorfer,
London: Ernst Eulenburg, 1930, accessed February 28, 2016,
http://conquest.imslp.info/files/imglnks/usimg/e/eb/IMSLP75879-PMLP39865Strauss_op.354_Wiener_Blut_fs_EE.pdf.
Johann Strauss also uses the leap from the eighth note at the ends of measures 55–57 to
emphasize the downbeat in the melody.
Gál’s melody adopts a similar attitude to make the music waltz-like without actually
writing out the waltz rhythm. Gál keeps the meter in 6/8, which helps him to relate it more
readily to the A theme of the rondo, but he indicates with the tempo marking a greater emphasis
on the dotted-quarter note beat. Gál writes dolce, which has some associations with the waltz,
similar to how Richard Strauss had written grazioso. The longer, singing line from the second
half of the gigue now blooms into a full-fledged melody of a Viennese style. Like Richard
Strauss’s melody, it follows a gentle, legato rhythm that de-emphasizes the middle beat—placing
emphasis on the first beat, and using the third beat to move toward the next strong beat. Richard
Strauss generally avoids writing on the second beat in his waltz—and when he does he often

5

Ibid.
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leaps down then back up from the middle note. Gál likewise leaps down on beat 5 of measure
17, before leaping back to the D appoggiatura into measure 18.6 Like both Johann and Richard
Strauss, Gál also uses dotted rhythms to reference the waltz, and he uses double stops to help
emphasize the strong beats. Gál writes Dolce con moto and espressivo, in addition to dynamic
markings indicating the direction of the phrase, adding this effect. Similar to Johann Strauss, Gál
uses the last eighth note before the downbeat to provide emphasis, in this case using
appoggiaturas for this effect, as in measures 17, 19, and 20.
Moving to A major from C major is an interesting choice. Moving to the third instead of
the fifth relation in late common-practice music was not unusual, and it references the C minor to
E-flat major relationship between the first movement and the third movement. The harmony is
similar to the A section, giving the two themes a degree of unity in the exposition. Gál uses the
ii chord as a dominant function in measure 18, and again uses the staggered resolution technique
between measures 19 and 20; D-sharp and F-sharp moving to E, and A moving to G-sharp.
Gál continues with this procedure, again using the IV chord prominently (Ex. 100).

Ex. 100. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 21–27. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.

6

Possibly this is an upper neighbor if one considers the prior low E-flat to be in a different voice.
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The strong arrival at IV in measure 23 is similar to the arrival at IV in the gigue in measure 5
(see Ex. 91), and in both cases Gál makes use of it as an unexpected color shift.
Gál continues to use the staggered chord resolution, making use of A-sharp—the
presence of which seems to indicate that the B and D are not just part of the V7 chord—as a
leading tone in measure 26 to move quickly to the ii chord that resolves to I—again using it as a
dominant function. The A-sharp also leads to another tritone with E, recalling a similar moment
in measure 1 (see Ex. 87). Interestingly, Gál states the IV chord explicitly before moving it
toward V7, making it a stronger harmonic moment than the other chords in this passage.
The melody remains similar to that of the previous passage, but the extended eighth note
passages in measures 22–24 create a less rhythmic moment that breaks up the waltz feeling, but
still fits within the Viennese style, providing a means for the melody to move to a different
register. To make up for this, Gál uses dotted rhythms in measures 25 and 26 to recapture the
character, again referencing the waltz. The strong motion toward I from measures 23–26 creates
the feeling that the thematic section is concluding, but Gál marks a decrescendo in measure 26 to
the piano in measure 27, suggesting that the theme instead is simply taking a new direction.
This new direction turns out to be another extended cadence, but with the rhythm slowing
even further, almost like a change in the dance (Ex. 101).

Ex. 101. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 27–31. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
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Spread out over these five measures is a gradual motion toward A major, which generally seems
to alternate with viiø7, although the D-sharp briefly hints at some direction toward C-sharp. This
is not unlike measures 7–8, where there was also strong motion toward E inside of the C major
chord (see Ex. 91).
The waltz rhythm changes in this passage, and changing to a different rhythmic pattern
seems to be a common occurrence in the waltz. In this case, the sixteenth note before the strong
beat is similar to the pattern Johann Strauss uses in the Frühlingsstimmen Walzer. Although
Strauss does not sustain the beats, giving a much lighter feel, the motion of the smaller
subdivision—in Strauss’s case the eighth note—moving to the downbeat is similar to the effect
Gál achieves (Ex. 102).

Ex. 102. Johann Strauss II, Frühlingsstimmen Walzer, mm. 9–16, Detroit: Luck's Music Library,
accessed February 29, 2016, http://ks.imslp.info/files/imglnks/usimg/9/9a/IMSLP154195PMLP149049-StraussJr_Fruhlingsstimmen_Op410.pdf
Gál pivots unexpectedly from the final C-sharp, using it to imply V moving to F-sharp
major, which in turn functions as V7/ii (Ex. 103).
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Ex. 103. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 32–35. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
However, instead of moving to B, the chord moves toward viiº/V, moving back to A major,
making B minor the ii chord again, which moves further to the Neapolitan—so V/B falls to B
minor and then to B-flat major.
Gál writes forte to begin the phrase, which accentuates the sudden harmonic shift and
gives the impression that he is developing the waltz further—the strong emphasis on the
downbeat returns, as well as the dotted rhythm. However, this turns out not be the case, as the
music turns back to A major, the Neapolitan resolves to V7, and the B section ends on I in
measure 35. Gál slows the rhythm and writes poco rallentando, emphasizing the ending. The
9/8 measure gives the impression of further stretching out the ending before the final cadence.
Gál now transitions from the B section into the return of the A section (Ex. 104).

Ex. 104. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 35–41. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
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The tempo immediately returns to the con moto speed. Gál marks the dynamic forte and writes
accents on the downbeats, moving chromatically from B to B-flat between measures 35–36, then
A to A-flat between measures 36–37. Gál also highlights tritone relations between E and B-flat
in measures 35–36, and D to A-flat between measures 36–37. This creates an overall feeling of
great uncertainty about where the music’s goal is, and the forte dynamic makes for an overall
dramatic moment.
After reaching A-flat in measure 36, Gál drops further to G, which becomes the
beginning of a V7/C chord. The notes of the A major chord are also present with the notes from
the G dominant seven chord, giving the effect of V/V in G moving toward I, which is similar to
the ii-I progression that Gál has made use of throughout. This also makes the A-flat a leading
tone to the A major chord, and the supertonic to the G major seven chord.
The arpeggiated chords move upward to the high F as the tempo slows, moving back
down only a third to the D fermata at the end of the transition section. The drop in dynamic
indicated by the fp in measure 37 and the crescendo back to forte as the music climbs to the F
contributes to further drama in the music. Ending on the D creates uncertainty, especially with
the C-sharp leading tone in the previous measure. The A major chord sounds as if it might have
resolved to D minor, and the harmony has been confusing enough in the transition that there is
some uncertainty during the fermata.
However, D moves down to C, and the music returns to the A section and the gigue
theme. The first eight measures of the piece are repeated exactly as before, in C major. Gál
however declines to repeat the second part of the A section, opting instead to begin a transition to
the C section (Ex. 105).
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Ex. 105. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 48–54. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The gigue theme cadences and concludes in measure 48 on I in C major, just as in
measure 8 (see Ex. 91). As before, Gál uses G-sharp and B to color the chord, but this time he
also uses the implication of E major, moving non-functionally up a half step in measure 39 to F
major while the E remains as a pedal tone. Gál then moves via tritone from F major to B
major—which possibly moves to B minor—and then works diatonically down the C major scale,
until the unexpected B-flat in measure 52, signaling a switch the C minor scale, and leading to
the A-flat major chord at the end of the measure. This is the first indication of C minor, and the
chord could be analyzed as VI in C minor. This moves toward F minor moving to G minor
seven in the next measure, before reaching the C minor chord in measure 54.
The thematic material is based on the figure from the cadence in measure 48, which first
appeared in measure 8. Gál repeats the figure in the next measure as he moves up a half step,
and repeats the idea again in measure 50. After working down the scale, the figure is repeated
again in measure 53, the 9/8 measure. The C part of the rondo will be in 9/8, so Gál prepares it
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here in the last measure of the transition, using the new time signature to stretch the final cadence
out—even writing a ritardando.
Slip Jig
Having reached the end of the second A section, Gál now moves on to the C section.
This section takes on a wild, rustic character, but at the same time makes use of a number of very
sophisticated elements that bring full-circle the juxtapositions that Gál has manipulated
throughout the work.
As with all themes in the suite, the C theme is derived from a dance, and in this case Gál
cleverly looks to the origin of the gigue. The gigue is thought to have derived from the jig of the
British Isles, and Gál now turns to this dance from his adopted homeland in the middle of the
movement. Although the jig is most readily associated with Ireland, the term was also used to
refer to similar dances in Scotland and northern England. Gál appears to have been inspired by
the 9/8 form the jig known as the slip jig.7 The C theme does not come from any particularly
identifiable tune, but it bears rough similarities in its rhythmic construction to several examples,
such as one known as Irish Hop Jig (Ex. 106).

Ex. 106. Irish Hop Jig, traditional slip jig, mm. 1–8, ed. Patrick Weston Joyce, London:
Longmans, Green, and Co., 1909, 407.
Gál combines this jig concept with a very different musical device—the fugue. Creating
a sort of bookend with the fugue from the first movement, the use of this highly intellectual and
7

New Grove Online, s.v. “Jig,” by Margaret Dean-Smith, accessed, February 18, 2016,
www.oxfordmusiconline.com.
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serious technique partnered with the rustic jig at first seems as if it should be either unworkable
or excessively strange. Perhaps Gál remembered a similar use of fugue with rustic dance in
Berlioz’s Symphonie Fantastique. In the fifth movement of the work, the section marked Ronde
du Sabbat (Witch’s Round Dance) consists of a rustic dance theme with fugal elements (Ex.
107).

Ex. 107. Hector Berlioz, Symphonie Fantastique, V. Songe d’une Nuit du Sabbat, mm. 241–255,
melody only, ed. Nicholas Temperley, Kassel: Bärenreiter-Verlag, 1971, accessed February 23,
2016, http://imslp.eu/linkhandler.php?path=/imglnks/euimg/a/aa/IMSLP108893-PMLP03653NBE_-_Symphonie_Fantastique_-_V._Songe_d_une_Nuit_du_Sabbat.pdf
The tune Berlioz uses is rather simple, ascending diatonically stepwise from G to A and
back down again. The accents and articulations contribute to a rustic feeling, which is furthered
by the frequent use of anacrusis to the main beats. The consequent phrase between the second
half of measure 244 through measure 248 sounds more like art music due to the use of sequence,
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and the syncopations at the end of the melody link the tune to the more general theme of the
movement, but overall it is an effective reference to the round dance.
Berlioz then uses the fugue technique to add a serious quality to an otherwise carefree
dance, presenting the subject first in the cello and then the answer in the second violin part. The
subject is quite long, but this lends itself more readily to symphonic form, and although Berlioz
is not always strict with the fugue—he uses numerous other elements throughout the
movement—it continues in some fashion through the movement.
Gál, however, chooses a theme that is somewhat easier to manage, being only a measure
in length (Ex. 108).

Ex. 108. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 54–59. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The three motivic ideas that the theme is built around have all been established previously in the
movement, but now both the eighth-note to sixteenth-rest figure and the dotted-eighth-note
figure becomes much more prominent. The tempo increases in speed, and Gál uses staccato
marks to add to the rustic color of the theme.
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Measure 54 is used by Gál as the subject of the fugue; however the answer in the
dominant key is not given until measure 59. There are multiple entrances on the subject in the
tonic key in what could be considered different voices, but all are simply on different notes of the
C minor chord until the answer is given. Gál is also forced to cheat on the answer, as the low Bflat that the F on beat 4 of measure 59 should move to is impossible on the cello, but the C fits
the chord just as well, so he alters the answer slightly to accommodate this. In spite of these
unusual features, the fugal nature of the passage cannot be mistaken.
The harmony begins on i in C minor, before shifting to a series of notes from the
diminished third chord and the minor v chord. The diminished third will be playing an important
role through the C section, and its importance is foreshadowed here. The minor v chord has
previously been established as a dominant function, and continues to serve that role. Gál moves
back to i in measure 55, but instead of repeating the entire subject, the harmony changes, and the
º3 from earlier now becomes a vi chord moving to V.
In measure 56, Gál descends diatonically down the scale from E-flat to the G in measure
57. This is identical to the motion used in the previous transition section in measures 50–52 (see
Ex. 105), and scalar motion like this also plays an important role through the section, allowing
Gál to move non-functionally as he desires. Here this serves the purpose of tonicizing G minor,
as the music moves to viiº7 in G minor and then toward v in that key, reaching the tonic and
completing the modulation in measure 58, which also serves as the fugal answer. Like measure
54, there is diminished third motion toward minor v, but because Gál cannot use the low B-flat v
becomes v7.
This concludes the exposition of the fugue, and Gál stays in G minor for the first episode
(Ex. 109).
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Ex. 109. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 59–63. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The first part of the subject disappears during this episode, which is motivically based on the
other two segments of it. The jig nature of the work dictates the form in this first part of the C
section. The jig usually consisted of a repeated binary form: |: AA′ :||: BB′ :| (see Ex. 106). The
exposition of the fugue consists of five measures, and this is followed by five measures of
episode followed by a repeat of all ten measures. This seems to be Gál’s method of linking the
two forms, making the fugal episode the A′ section of the jig. The rustic nature of the dance
comes through in this episode as well, with the descending sixths on the strong beats in measures
60—62, and the use of sixteenth note anacrusis in measures 62 and 63.
The i chord in G minor continues from measure 58 into measure 59, but then incorporates
notes from the minor v7 chord in an upward motion, pushing toward the tonic chord, and
eventually resolving to i in measure 60. The B-flat from the i chord then falls to A-natural,
which becomes the root of an A minor chord. From the fifth—E-natural—Gál moves up a step
to F-sharp, which becomes the leading tone for the next chord, G minor. The music falls
stepwise through this procedure in linear, diatonic motion, from A minor, G minor, F major, and
finally to E-flat augmented. E-flat augmented acts as V+ of A-flat major, and A-flat major in
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turn is the Neapolitan of G minor. The Neapolitan moves to V7, resolving to i over the course of
the measure. The G minor chord also serves as v of C minor after the repeat, leading back into
the original key of the section. Interestingly, this is the only point in the movement where Gál
modulates for any significant portion of time to the fifth of the home key.
Repeating the first part of the C section is unusual from the standpoint of the fugue form,
but further helps emphasize the jig element, as the repeated first section is a standard element of
the dance. Gál continues the next episode, beginning in C minor, but quickly moving back
toward G minor (Ex. 110).

Ex. 110. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 64–67. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál leaves the G minor chord in measure 63, moving to what turns out to be viiø7/C
minor. Withholding the root until the end of the measure, Gál creates a degree of harmonic
uncertainty as the listener tries to discern the direction of the music, which at first seems to have
G minor as its goal. The C minor chord in measure 65 clarifies this, and the diminished third
appears again between F-sharp and A-flat, moving to V and resolving to i.
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Gál pivots on the C minor chord, using C to reach A-flat major, the Neapolitan of G
minor as he modulates back to the dominant key through a V7 chord that references the subject.
Likewise, measure 67 imitates measure 65, but in the dominant key instead of the tonic, also
moving to º3 and then V, although this time resolving to i.
This second section of the jig form begins with a more subdued character than the first,
creating a contrast between the two. A held pitch against moving notes in measure 64 is a
texture that Gál begins to make use of to create the effect of multiple voices, using separate
strings to achieve this, as each string has a slightly different timbre. Measure 65 includes a
similar use of this, as the moving notes at the beginning of the measure sound as if they are in an
upper voice on the D string, but those in the middle of the measure played on the G string sound
like a separate voice.
The episode continues to explore this texture as the music continues (Ex. 111).

Ex. 111. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 68–72. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál treats the C section as a development section, now beginning frequent modulations. He
moves from B-Flat at the end of the previous measure to E-flat, but this is actually chromatic
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motion, with the G minor chord moving up to A-flat major. A-flat major in turn becomes A-flat
augmented seven, acting as V+7 of D-flat major. Gál highlights the tritone relationship with the
previous key by moving back toward G major, but then begins to move toward A-flat major. A
G pedal enters in measure 70, but the notes in the melody indicate D-flat major seven, which
again moves toward G major—which does not as might be expected lead to C major. G major
instead becomes what appears to be viiø7/A-flat, and completes the modulation to A-flat major in
the next measure. The interplay between the D-flat/G tritone and the G major/A-flat major
leading tone creates a powerful sense of tension throughout this passage.
Gál has now reached the submediant—which forms an interesting mirror with the
submediant earlier in the movement—but the harmony moves quickly through more keys (Ex.
112).

Ex. 112. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 72–75. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The fugue subject now returns for this new episode, moving between various voices and acting
as a false repeat of the beginning of the C section. The rustic character of the dance had subsided
in the previous episode, but now it returns in full strength, with the staccato marks helping to
drive the jig theme.
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The passage begins in A-flat major, but quickly moves to G minor, which turns out to be
v/C minor, which in turn is v/F minor. The F minor seven chord acts as v/B-flat minor,
tonicizing B-flat when it moves to viiº7/B-flat minor in the next measure, which resolves to Bflat minor in measure 75.
However, the harmony continues to move around wildly, as Gál begins to shift toward F
minor (Ex. 113).

Ex. 113. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 76–81. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The B-flat minor chord moves down to A minor, which continues the motion by moving to Gflat major, which functions as the Neapolitan of F minor. The Neapolitan in turn moves to vii,
then V, and finally deceptively to D-flat major seven. Gál now begins the retransition to C
major, using the D-flat chord as the Neapolitan with a major seven, which in turn leads to V in
measure 78. There is a hint of minor v, but it quickly moves to the iv chord and then to V7, and
finally to an augmented sixth between F-sharp and A-flat, which moves through minor v to what
should be i.
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The strong motion toward C major is interrupted by further linear motion, as v moves to a
rootless one chord that is then used in chromatic motion: E-flat major moving to F minor and
then F-sharp minor. These chords, interestingly, are the same ones that open the suite (see Ex.
1), and the recollection of this is not coincidental, as Gál begins transitioning out of the C section
of the rondo. These chords also strongly resemble the fugue subject, giving measures 80 and 81
a stretto effect. F-sharp minor functions as vii/V, indicating that the dominant is imminent.
The meter changes back to 6/8 in preparation for the return of the gigue theme. Gál does
not write a ritardando, rather keeping the energy moving forward through the stretto, but he
elongates the F-sharp minor chord in measure 81. This also acts as a sort of last finale for the jig
theme, with emphasis on the dotted rhythm.
Having worked up to the F-sharp dissonance, Gál then moves to complete the transition
back to the A section (Ex. 114).

Ex. 114. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 82–86. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The F-sharp moves up to G-sharp and then A-natural before falling back toward D in measure
83. There is some harmonic motion between measures 81 and 82, as F-sharp minor moves to Csharp minor that resolves over several beats to D minor, which is ii in C major. There is also
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scalar motion from the top notes of each eighth note group, beginning with the dotted-eighth
notes from measure 81: E-Flat, F, F-sharp, G-sharp, A, F-natural, A-natural, E-flat, and finally D
in measure 83. There is also linear motion, as the ii chord moves up to E-natural, then E-flat and
back to D. Although there is a general motion toward C major throughout the retransition, the
use of so much linear motion also creates an unsettling amount of harmonic chaos.
The D leads to a V/V chord, but with the F-sharp clashing with a G pedal in measure 84.
Gál has been slowing the music as he approaches this chord, and he holds on it, creating a great
sense of anticipation and drama. This eventually resolves to V7 and moves directly back to the A
theme of the Rondino, measures 85 and 86 being identical to measures 1 and 2 (see Ex. 1).
Recapitulation
However, after the first two measures of the A section’s return, Gál modulates
unexpectedly (Ex. 115).

Ex. 115. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 87–91. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
In the analogous passage in measures 3–8 (see Ex. 88 and Ex. 91), Gál first moves toward ii via
vi, but then turns around back to I in measure 4, which is omitted in this third A section. In
measures 5–8, Gál moved from IV to ii, and then finally to viiø7 to move back to I. Here Gál
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moves toward V instead of ii, beginning with flat-VI and moving through V/V to V7 and finally
back to I.
In measure 5, Gál ends on IV and moves from viiº/ii to ii and then viiø7 moving toward I
in measure 7. In measure 89, Gál begins by moving down a half step to B minor, but thwarts the
resolution by moving toward F major. Gál adds a G below and moves the entire B chord down a
half step to create G half-diminished seven. This chord pushes toward F major, as the ii chord in
measure 6 had pushed toward C major before. The iiø7/F major then moves to viiø7/F major,
which moves then toward IV, meaning that the passage has moved toward the subdominant
instead of the tonic as before. However, Gál does not allow the final resolution to F major, but
instead moves via tritone from the fifth to F-sharp half-diminished seven, which functions as
viiº7/V in C major.
The passage then suggests tonal differences between the first and second half of the
rondo form. Whereas before, the B section of the rondo had been in A major, Gál instead
recapitulates it in C major. In the first modulation to the B section, Gál had moved down to Bflat major, treating it as the Neapolitan of A major to reach the third relation. This time, he sets
up a massive cadential motion toward C major (Ex. 116).

Ex. 116. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 92–94. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
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The sixteenth-note figure comes from measures 9–10, and moves all the way to V7,
whereas before Gál moved directly from V7/V as a dominant function (see Ex. 94). As in the
second A section, Gál omits the second part of the gigue. He extends the sixteenths an extra
measure and slows the tempo, stretching out the resolution into the return of the B section (Ex.
117).

Ex. 117. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 94–98. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The waltz tune now returns in C major, making the movement a sonata-rondo form. For
the most part, it is identical to the previous B section, but transposed up a third. Gál adds the Dsharp to the measure, which with the F-natural provides a bright, brilliant color to the I chord,
much as in measure 8 (see Ex. 91).
Gál continues in like fashion, varying some details of the waltz, but keeping the phrases
nearly the same (Ex. 118).
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Ex. 118. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 99–104. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The anacrusis into measure 99 is altered from measure 21 (see Ex. 100), but the dissonance
resolves to I, which in turn functions as V/IV, as it had in the prior passage. Gál moves to IV as
before, but—surprisingly—alters it to iv7, giving the measure a modal feel that is aided by the
flat-VI chord. The V7 chord moves to I, as it had in the analogous location, but Gál adds an extra
beat to measure 103 that was not present before. The long C-sharp creates a great deal of
dissonant tension, which before had been provided by the E to A-sharp tritone. This is a leading
tone to ii, but Gál seems skip over it and moves directly to V7, which resolves over the measure
to I, ending the first part of the B section.
The 9/8 measure is also very similar to measure 34 (see Ex. 103), suggesting that the B
section has ended. This helps to delineate the two sections further since Gál intends to alter the
second half of the B theme into a coda.
Gál moves on to the second part of the B section, but now slows the tempo and begins to
make more extensive alterations (Ex. 119).
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Ex. 119. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 104–110. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
The passage is analogous to the second part of the B section beginning in measure 27 (see Ex.
101), but now Gál moves the viiº chord to the dominant level, and then moves toward V instead
of continuing at viiº as he had previously done. Gál also adds two new measures, reusing the
thematic material from measure 27. The music moves to an E-flat minor chord unexpectedly,
which functions as a iii chord, moving up to F major and then to G dominant seven, which
moves to I. The roots move in stepwise motion here, even though the progression is passably
functional. Interestingly, measure 109 is exactly a half step higher than the analogous passage in
measure 28, but the resolution to C-natural instead of C-sharp is a half step lower.
The more substantial changes to the second half of the B section give the later passage a
more coda-like feel, since Gál omits the final repetition of the A section. This is unusual in the
rondo form, but the title Rondino, “little rondo,” perhaps indicates that Gál has truncated the
form somewhat, opting instead to add a short extension at the end of the movement. The A
theme usually acts as a closing theme in the sonata-rondo form, so to substitute for this Gál
instead uses the B theme, but alters it into a coda. The slowing of the tempo contributes to this
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effect as well, somewhat lessening the waltz character, but adding to the feeling that the piece is
drawing to a close.
However, Gál continues to recap the material of the B section, this time with only slight
alterations (Ex. 120).

Ex. 120. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 111–114. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
As in measure 32 (see Ex. 103), the waltz character is recalled as Gál closes out the section. The
first chord again is V of the second scale degree, which moves toward V/V, and then to ii, but the
fifth of the Neapolitan chord is delayed by the B-flat passing tone in measure 112. In measure
33, Gál moved from B-flat to F, but in measure 112 he moves from D-flat to B-flat, and then on
to A. The A-natural as surprising, as in the analogous location this was the fifth of the
Neapolitan chord, but the overall sound remains unchanged.
Gál now closes the movement and the suite with a short extension that is based upon the
B theme (Ex. 121), but borrows elements from the transition into the second A section between
measures 35 and 40 (see Ex. 104).

206

Ex. 121. Gál, Suite for Violoncello Solo, IV. Rondino, mm. 114–120. Suite for Violoncello Op.
109B by Hans Gál © Copyright 1983 by N. Simrock GMBH International Copyright Secured.
All Rights Reserved. Printed with permission.
Gál’s conclusion to the movement makes use of several concepts he has used throughout.
In measure 114 he begins on a ii chord that resolves over the measure toward I, which are both
ideas that have featured prominently in the rondo. From there the music pivots to flat-VI, which
has also been used throughout the movement. Gál then moves to V/V, which has also been used
in place of ii in the movement, and resolves it directly to I, has also been a characteristic of the
rondo.
The last three measures resemble the endings of both the Introduzione and the Fughetta
of the first movement. The Introduzione ends on a high G moving down to high E-natural—
identical to the one in measure 119. Here in the Rondino, Gál moves from C up to E, creating a
less ambiguous sound than the chord from the first movement. The end of the Fughetta is also
similar to the last two measures of the Rondino. The Fughetta ends with a long note that moves
through a group of eighth notes in the dominant key, then to a four note C major chord marked
Lento. The Rondino ends in similar fashion, but with four sixteenths instead of three eighths,
and the dynamic pianissimo instead of fortissimo as in the first movement.
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The quiet ending contrasts with the brash opening of the suite, but fits with the somewhat
humorous character that Gál has subtly cultivated throughout the work. The various
combinations and juxtapositions of many different musical elements have been handled with
seriousness and cleverness, but here the ending is wry and somewhat coy, as if Gál is winking at
his audience—or perhaps his nephew, to whom the work was dedicated.
Performing the Rondino
The Rondino is a movement that presents substantial challenges to the performer. Each
of the three sections of the movement has a distinct character, requiring the performer to quickly
switch stylistic elements in the span of a few measures.
The gigue portion of the movement requires a strong emphasis on beats 1 and 4.
Sometimes this is to be accomplished through articulation, such as in measure 1 (Ex. 87), but at
other times the anacrusis into the beat aids in the emphasis, such as the one moving into measure
2. Sometimes Gál writes chords on the strong beats that lend themselves easily to increased
emphasis, such as in measure 3.
At times, Gál’s writing makes it somewhat difficult to accomplish this, such as in
measures 1 and 2, where there are double-stops on weak beats. Compromises are inevitable in a
work as sophisticated as this that uses only one instrument, and it is necessary for the performer
to overcome this by not placing too much emphasis on the weak beat double-stop in this and like
measures.
In general, the gigue is a “leaping” dance, and the performer should be aware of places
where this can be brought out. Anacrusis figures are an important part of this, such as the
sextuplets approaching beat 4 in measure 2, but articulation markings such as the staccatos in
measure 1 are also a part of this character. Leaps in the music also contribute to this, such as the
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fourth at the beginning of measure 3, or the two fourths in the first half of measure 5. Gál moves
away from this character for brief periods, such as in measures 7 and 8, so the performer needs to
recapture the gigue character as soon as is possible, as in measure 9.
The waltz requires a completely different approach. Recognizing the rhythms that drive
the waltz is very important, and these are primarily the dotted-eighth-note rhythms that occur
every few measures. These particularly need to be brought out after eighth-note passages, such
as in measures 23 and 24 where the melody temporarily moves away from the waltz until the
dotted rhythm returns in measure 25 (see Ex. 100). Grace-note figures, such as in measure 21,
are also important for the waltz feeling, giving a strong direction to the beat.
Gál marks many slurs through this section of the movement, but they do not seem
intended to be followed strictly, as this leads to a large number of impractical bowings that
frustrate the musical direction. Instead, bowings should probably be more broken, but the
overall legato character should be preserved—the only exception to this being the separate eighth
notes at the end of the dotted-eighth figure, such as in measure 25.
Gál writes espressivo in this section, and some allowances in tempo, particularly in the
more singing eighth-note passages should be acceptable, but the dotted eighth rhythm always
needs to move forward.
The transition back to the A section after the first B is by contrast jarring and somewhat
violent, and the extreme articulations and dynamics in these measures beginning at 35 (see Ex.
104) should be exploited to the fullest. The fermata in measure 40 in particular should be used to
create suspense, making the reappearance of the A theme a surprise.
A similar effort should be taken with the transition to the C section beginning in measure
49. These transitions are marked by a great deal of harmonic uncertainty and brash progressions,
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and the performer can bring this out by leaning on dissonances and unusual intervals through the
passage.
The jig theme is difficult to play from a technical perspective due to the faster tempo and
the large number of double-stops and rolled chords required throughout, as well as the need to
imitate multiple voices. Gál’s writing mostly makes the stylistic aspect of the slip jig easy to
accomplish, with slurs and articulations that facilitate an emphasis on the strong beats. For
example, in measure 57 each strong beat begins on a dotted note and a bow change, which makes
easily distinguishable the feeling of three in the bar. Gál also make use of chords or grace notes
to show the strong beats, such as in measures 56 and 57 (see Ex. 108).
Another aspect of the jig character is the energy created by the principal rhythmic motive,
the eighth-note, sixteenth-rest, sixteenth-note, eighth-note figure used at the beginning of the C
section in measure 54. This figure gives an important “leaping” character to the tune, as well as
providing the slightly less refined quality that helps to indicate the slip jig. The performer should
bring this quality out, allowing the staccato markings to give a degree of wildness to the theme,
as Gál intentionally distinguishes this from the more regular dotted-eighth-note rhythm.
At some points the writing does make the jig more difficult to bring out. Sometimes this
seems intentional, such as in measure 59 (see Ex. 109) where the rhythmic energy subsides in
favor of making a transition to the first episode, meaning that the character needs to be reasserted as soon as possible. However, at other times the need to play multiple strings requires
extra effort to bring out the meter, such as in measure 63. For the most part, Gál uses slurs to
indicate how particular measures should be played, but the performer should be wary of this
issue throughout the section.
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The jig theme also serves as the fugue subject, and this is another issue that the performer
needs to be aware of. Any time the opening rhythm is present, in part or in full, the fugal
implications of it need to be considered. For example, in the exposition of the fugue, the subject
is repeated three times in C minor. Each time Gál highlights a different note of the chord in a
different register of the instrument. The first subject in measure 54 is low on the A string, but
the repetition in measure 55 is on the G string. Likewise, in measure 56 Gál uses the E-flat of i
instead of the C, but further up the A string, giving the impression of a separate voice. In general
Gál uses different strings to distinguish between multiple voices in a passage, but at times the
compromises forced on the instrument make this impossible, such as in measure 70, where the
D-flat and C that probably would sound best on the A string need to be played further up the D
string (see Ex. 111). To compensate for this, the performer can alter timbre in some other way to
distinguish the higher voice on the D string from the lower voice on the D string.
When the harmony becomes irregular in the later part of the C section, the performer
should draw attention to this, bringing attention to unusual key shifts, as well as the presence of
diminished thirds throughout the section. Most modulations are accomplished via leading tone
motion or dominant-tonic motion, and while these should be highlighted, the use of more
unusual motion such as tritone relationships and plagal progressions should be brought out by the
performer.
The recapitulation of the sonata-rondo does not differ greatly from the exposition until
the tempo change in measure 104, where there is something of a character shift. The waltz
theme becomes much less important, and the material is better served by a more singing
character. There is a certain charm and reflective feeling in this passage, occasionally
interrupted by more majestic moments, such as in measure 111 (see Ex. 120), but for the most
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part the performer should feel as if this section is helping to conclude the entire work. The last
three measures in particular should be made warm with vibrato on the long notes, and the humor
of the sixteenth notes and the pizzicato should not be ignored.
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CONCLUSIONS
A WINDOW TO THE PAST
Gál is a fascinating character in the history of music. As a result of his ties to nineteenthcentury music and his great longevity, Gál’s life is in many ways like a time capsule, holding
within it music and ideas preserved from a far earlier time.
In many ways, Gál was already old-fashioned when he began his career. His harmonic
language would not have been out of place in Brahms’s time, and he rejected much of the
nineteenth-century progressive movement that made composers interested in systematically
pushing the boundaries of music. Gál was always inclined toward older music, and no doubt his
time spent studying under Adler and Mandyczewski only encouraged him further in this
direction. Gál never embraced neoclassicism or neoromanticism either, perhaps considering
both of these a response to a question that need not be asked. While composers such as
Stravinsky or Prokofiev responded to modernism by working some sounds and ideas from it into
their own music, Gál never felt the need to depart from the music he had heard in his childhood.
As seen in his Suite for Violoncello Solo, Gál was stalwart in adhering to this older means
of expression in music. But it would be a mistake to consider him creatively stagnant. The
juxtapositions and amalgamations that he molds together in the suite display his creativity in
working with established musical principles and forms. While the suite form provides Gál with a
ready excuse to use all manner of material, this same inquisitiveness, creativity, and
inventiveness expressed itself in all his compositions. Throughout the suite, he displays a deft
ability to amalgamate classic forms and concepts with ideas from very diverse cultures, and he
combines them into something refreshingly new.

213

The question might be asked as to whether or not the Suite for Violoncello Solo is a piece
deserving of attention. In the world of classical music, there are already many great works that
receive less praise than they likely deserve, and adding more music to the repertoire does nothing
to aid this issue. Nonetheless, the analysis of this work shows that from a technical perspective it
is a very fine piece of music. It is creative, filled with nuance, and offers a unique perspective on
the Baroque suite concept that had not been explored in hundreds of years. A skilled performer
should be able to bring these qualities to light for audiences, and the uniqueness of the work has
the potential to intrigue listeners. Whether or not audiences enjoy the piece when given the
opportunity to hear it is not a question that can be answered from analysis, but what can be
objectively determined about the work declares it worthy of the chance to become part of the
classical music canon.
From the performer’s perspective, Gál displays an intimate understanding of the cello in
his suite, writing a very complex piece that is challenging, but not overwhelming for the typical
cellist. Any success that this work might find in the coming years will depend on cellists
enjoying the performance, and Gál’s writing assures that this will be the case. Many passages in
the suite provide opportunities for the cellist to exploit the sound of the instrument to the fullest,
providing the means for great expression. The suite is varied and interesting, providing a variety
of playing styles and approaches for the performer to explore.
There are few solo cello works outside of those by Bach that are composed in the
common-practice style, and that makes this piece a unique addition to the repertoire in a genre
full of more modernist works. While it certainly looks backward in time for its inspiration, it is a
well-composed, well-conceived piece of music that is deserving of recognition as a worthy work
alongside other twentieth-century solo pieces for cello.
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Gál appears to have had a life-long love for the cello. One of his first published works
was the Suite for Cello and Piano, which was published in 1919; and the Suite for Violoncello,
published in 1983, was one of his last. Ten works prominently feature the instrument, and each
offers a unique contribution to classical music and the cello repertoire. Cellists have begun to
explore these works as Gál’s music has become more widely known—for example, Antonio
Meneses recently recorded his cello concerto.1 As with the suite, these pieces are all well-crafted
and original, and have much to contribute to the instrument.
For musicians and music-lovers, Gál’s works provide an enjoyable look backward at the
past, coupled with a creative originality. Gál never sought to emulate Brahms, Wagner or
anyone else with his music—he always desired to be himself. To this end, Gál’s music was
always “new music”—not in the sense that it broke new boundaries in music, but in the sense
that it was a unique creation of his mind. Gál’s music is adeptly crafted, and his old-fashioned
approach to harmony and form makes his works somewhat more accessible to the casual
concertgoer than those of many other composers of the twentieth century.
For these reasons alone, Gál’s music deserves to be heard by audiences. Much of his
music remains unknown to musicians and listeners alike, having never been given due chance in
its own time. Perhaps audiences will not find the music attractive, as there is a degree of
subjectivness involved in the enjoyment of art, but it should be remembered that during the brief
period of his life in the 1920s that his career bore success, his music was very popular among
audiences in a very competitive music scene. Gál’s music is well-composed and original, and it
was successful with audiences when they had the opportunity to be exposed to it—his music is
deserving of the opportunity to become known in today’s musical world.

1

This was paired on an album with Elgar’s Cello Concerto in E minor, and received a Grammy nomination
in the Best Classical Instrument Solo category.
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Gál is a fascinating figure within the larger context of musical history. He began his
career at a time of great upheaval in music, particularly in Germany. Gál came into the world of
composing as a traditionalist at a time when a dramatic struggle was taking place between
conservatives and progressives regarding the future of music. Even though he chose the
conservative side Gál was well respected by his contemporaries. During a time when
disagreements between musicians could result in derogatory declarations or efforts to prevent the
performance of certain works, Gál stayed above the fray. To an extent this was due to his
personality, which disinclined him to seek out conflict with anyone, but it is also a testament to
the high regard that other composers had for his skill, even if they disagreed with his musical
tastes—his work with Berg on the ADMV in particular is indicative of this. In spite of his own
compositional inclinations, Gál displayed a high level of respect and understanding for
progressive composition.
Gál’s struggles during the 1930s and 1940s with the Nazis and the British government
provide a fascinating perspective on some of the worst years in human history. Gál’s struggles
with the Nazi government were sadly not unique to him, as many composers of progressive
music or Jewish heritage were badly discriminated against, ostracized, exiled, imprisoned, or
even killed. Gál’s diary from his time of internment in Britain is also an unfortunate story that
was shared by many refugees of the war, and is a cautionary tale to future generations.
After World War II, Gál also became a living preservation of the musical culture of prewar Vienna. This is true of both his compositions and his musicological pursuits. Much of his
writing concerns Viennese composers and Viennese tradition, and his compositions testify to this
interest as well. While he had been the scion of Beethoven and Brahms against progressives and
neo-classicists before the war, afterward he became the scion of Vienna’s musical past,
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preserving his love for it in his music. For this reason, Gál’s music is in many ways a look back
in time, both to the nineteenth century, and to the early twentieth century.
Gál’s writings also provide a look into the past of musicology, revealing a view of it as it
was practiced in the early twentieth century, with Gál having learned from Adler, one of the
founders of modern musicology. Gál always sought to approach the past with detachment and
objectivity, and while he may have been mistaken in his conclusions from time to time, his
efforts at analyzing the life and works of great composers with fairness and an objective
perspective are commendable. For this reason his musicological writings remain relevant and
interesting to this day; and, because of Gál’s wit and skill as an author, they also remain
enjoyable.
It is to be hoped that this research and analysis will encourage others to continue the rediscovery of the music of Hans Gál. Others in the musical world have already began this
process: the conductor and cellist Kenneth Woods has recorded Gál’s symphonies and string
trios, and others, such as violinist Annette-Barbara Vogel, are promoting Gál’s music through
performance.
As interest in Gál’s music increases, it is also logical that interest in his life will increase.
A great deal of the biographical material currently available on Gál has been published by his
family; and while this has been a great service to the musical community, in the future further
work on Gál’s life should be conducted by third parties with impartial views of the composer,
thus strengthening the validity of the facts of his life as they will be viewed by future
generations.
There is some urgency to this as well, as those who knew Gál best—his friends and
family—are slowly departing from us. Gál died in 1987, and those who knew him before his last
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years are becoming ever fewer. If musicologists are able to preserve some of the memories of
those closest to Gál during his life, it would be a great service to his music and legacy.
Gál was a skillful composer, writer, musicologist, and a remarkable human being. He
was very good at his craft, but was too humble to even promote himself properly. He lived
through some of the most terrible years imaginable, but he always remained optimistic in the
face of suffering and loss. Gál was nearly forgotten completely as a composer, but now his
music is being re-discovered for those of this and future generations.
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